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ABSTRACT

The critical understanding of Theatre in Education (TIE) presented in this thesis focuses on ‘TIE into Schools’ and its effect.  The author takes the view that students’ subjectivity was influenced by the dominant mores of elements of society, such as family and school, and less often, by individual, autonomous decision.

Case studies of practices that are identified with the tenets of TIE were carried out using approaches based on the principles and methods of a critical pedagogy approach.  How could the TIE approach be seen as a critical pedagogy?  This question is examined predominantly through the lens of Paulo Freire and Henry A. Giroux’s thoughts on education and teachers.

In addition to an understanding of the tenets of TIE and the tenets of critical pedagogy, this thesis presents a criticism of its discursive approach and also a criticism from the researcher as a participant observer.  This narrative approach helps explore the human side of the experience thus keeping real life issues to the fore.

Fieldwork episodes of TIE practice in three different levels of schools, the Taipei He-te Primary School, 10 different senior high schools and the National Taiwan University are presented in the context of the students’ differing ages in an attempt to understand more about the methods and tenets of TIE.  ‘Partnership’ is a key concept and driving force, creating mutual cooperation between the community of the school, the parents and the theatre groups.

The expected outcomes of this thesis include the clarification notions of TIE, and the adoption of a subjective approach by the students in relation to the process of interactivity, leading from affection to cognition, then action.

This thesis concludes that TIE is a critical pedagogy and praxis, which develops skills and attitudes in which action can be taken by the individual in fitting in the world.  It improves the individual’s ability to rethink his/her beliefs and attitudes, to empathise with groups of people and individuals with whom she/he previously may not have come into social contact with and allows previously taboo subjects to be discussed openly.
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Definition of Terms

______________________________________________________

Paradigm Shifting: Sometimes known as extraordinary science or revolutionary science, is the term first used by Thomas Kuhn in his influential 1962 book The Structure of Scientific Revolutions to describe a change in basic assumptions within the ruling theory of science.
Applied Drama: Applied Drama can be defined simply as use of dramatic activity to achieve, often premeditate, change in a given societal circumstance.  Applied Drama, therefore, is developed with a particular aim in mind; it has a job to do.
Drama in Education: Drama as taught in schools, Drama in Education provides teachers to use drama strategies for students to develop an understanding of themselves and others. As students develop a better understanding, they are able to create works using the forms, elements and techniques of the drama discipline.
Playback Theatre: Playback Theatre founded in 1975 by Jonathan Fox and Jo Salas.  Fox was a student of improvisation theatre, storytelling, psychodrama and the work of Paulo Freire.

Community Theatre: Community Theatre can be defined simply as theatre made for the community, using community stories and carried out by community members.

Children Theatre: Refers to the professional performance of self-contained plays for younger audience, i.e. up to about 12 or 13 years of age.

Critical Pedagogy: Critical pedagogy represents a discourse on radical education, in which Henry A. Giroux distinguishes three traits: ‘radical education is interdisciplinary in nature, it questions the fundamental categories of all disciplines, and it has a public mission of making society more democratic.'
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Introduction

In July 1983 I gained an MA degree from the University of Iowa in the U.S.A. I returned to my home town to begin my professional career, working full time at the National Theatre and Concert Hall, and teaching part time at the Theatre Department in the Private Chinese Culture University.  In July 1995 I was invited to transfer to the National Kuo-Kuang Academy of Arts, an eight-year training institute for educating the traditional performance artist.  My purpose in going to this school was to set up a new Theatre Arts Department, in which our major training courses focus on theatre technology and training people as theatre technicians.  This is a 3-year senior high school programme, so it is different from the other departments within this school.  

In 1997 in my position as Head of the Theatre Arts Department at the National Kuo-Kuang Academy of Arts I was invited by the MOE to attend meetings to discuss how to introduce drama courses into the national arts curriculum for children in the 9 year period of compulsory education.  This was a new experience for me, for although I had attended many meetings with the MOE before, these usually focussed on the higher education system and the professional theatre, not on drama education for very young people.  My previous experience involved organising and running many theatre projects and various theatre camps for young people, and I always created them within the conception of theatre arts, covering techniques on acting, costume, setting, lighting, make-up, aiming for a simple production as the final goal.  

When considering placing drama courses into the compulsory education phase, I naturally thought of it from the point of view of professional training, conceiving drama or theatre as pure art-making activities.  A number of key questions emerged for me.  Among them were:

· Are these theatre techniques too complicated to understand for the 7 to 15 age group and how do we teach the younger children drama or theatre skills such as acting and playwriting?

· Should we teach them to make theatre performances?

· What kind of teachers do we need for this work, and how do we train them?
· And, most importantly, how do we progress given that there is no relevant department or course in the teacher education institutions?  
I was confused by the diverse terms in use at that time, e.g. Creative Drama, Drama in Education, Theatre in Education, Educational Drama etc.  There are some people who work in the field of children’s theatre and drama activities for early childhood, and it seemed as though they knew the difference, but no one in Taiwan at that time seemed willing to give a clear definition of each activity and to state what distinguishes them.  I began to read some books on these subjects, written by Gavin Bolton, Dorothy Heathcote, Tony Jackson and John Somers for example, but I still could not draw a clear map to indicate the differences and similarities in the practice and theory of these activities.  For this reason, I decided to conduct research in that special field --- Applied Drama or theatre education for special groups, especially young people.

Meanwhile in July 1999, this school, National Kuo-Kuang Academy of Arts, merged into the National Fu-Hsing Dramatic Arts Academy, another traditional performance school, and it was promoted by one college grade, becoming known as the National Taiwan Junior College of Performing Arts（NTJCPA).  The six departments comprise: Chinese Opera (Jin-Ju), Acrobatics and Dance, Traditional Music, Taiwanese Opera, Hakka Opera, and Theatre Arts.  It is the first and only vocational school of its kind to offer ten years continual education in the traditional performing arts.  The Theatre Arts Department runs a 5-year programme, starting from 3 years at senior high school followed by two years of college.  This school was promoted to college level in 2005, and its name was changed to National Taiwan College of Performing Arts (NTCPA).

For almost 24 years what I was doing and teaching always relevant to the ‘pure’ theatre arts, such as Scene and Lighting Design, Theatre Administration and Stage Management, Production Management, and Taiwanese Modern Theatre.  My long experience of working in theatre has enabled me to become involved in creative, often unpredictable ways of working.  I had been deeply engrossed in theatre for many years, afterward I was lucky to have a chance to join in the programme of applied drama in the University of Exeter in October 1999.  I started to participate in Theatre in Education (TIE) programme, and to know more about TIE gradually. 

I think this change represents a special journey for me.  Since 2003, I have 
worked regularly with different TIE programmes in junior high schools, senior 

high schools, universities and adult groups - from parents’ councils, immigrant 

brides, to communities.  Within this process, I was touched by participants’ 

response to and reflection on the issues we dealt with within the drama.  Since 

September 2005, these influences led me to start TIE programmers’ training for 

parents committees in schools, teachers, community people, and other people 

who have an interest in TIE programmes. 

TIE expanded my growing awareness that theatre could be more than just an aesthetic exercise and I found that this form of theatre had an interesting alliance with the praxis of arts, education and sociology.  It also seemed to satisfy my feeling that education should be an affective as well as an intellectual activity.  

There are four parts within this introduction; firstly I examine my research motivation; secondly, I declare my research goals; thirdly, I describe my research questions; fourthly, I will write briefly about the writing approaches of each chapter.

1  Research Motivation

The main element which stimulated me to take action was the introduction by the Ministry of Education (MOE) in 1998 of the Education Reform Action (ERA).  Generally speaking, education in Taiwan is built firmly on an examination system, i.e. people are admitted to school on the basis of the national joint examination; each student is enrolled at a school according to his/her grade point.  There are many cram schools
 helping students to get good grades in their main subjects, English, Mathematics, and Physical Science, for example.  Thus many young people feel pressured by the nation examination and students often display the symptoms of melancholia.  There have been calls for change, to release students from examination pressure, and ‘Happy to learn’ became a popular slogan, capturing the need for a new atmosphere in Taiwanese education.  Since 1987, the year Martial Law ended, we have spent around two decades discussing and executing education reform.  Some new educational policies have been established – those included in the Arts Education Law announced in 1997, for example, but the policy for the national examination for attending senior high schools and universities is still generally in place. 

In September 1998, the MOE announced that the ERA enabling the basic essentials of an integrated curriculum for the nine-year, compulsory education period would be implemented nationally in August 2001.  

The New Nine-year Integrated Curriculum covers the 6 years of elementary education and the 3 years of junior high school education.  For the first time, Taiwan placed ‘performing arts’, including drama, puppetry, body movement and various performance forms, into the new national curriculum.  But even though a ‘drama and theatre subject’ was now included in the compulsory system, there were, as I state in the previous paragraph, many different conceptions about what these terms meant in an education context.  One central issue, for example, was whether drama is a single teaching subject requiring specialist staff, or whether it is a teaching strategy to be used across the curriculum by all teachers.  No one, including the MOE officers and those from the Ad Hoc Council on Educational Reform (CER)
 was able to give a definitive response to these seminal issues. 

So, the question remained as to why we needed to include a ‘drama or theatre’ course in the national curriculum for the period of compulsory education.  The MOE sets ten goals as basic competence for the Curriculum.  These were to: 
1. know oneself and develop one’s own potential;
2. educate people to appreciate, present, and innovate through the performance arts; 

3. have a plan for a career scheme and life long learning;
4. educate students to cooperate and negotiate with others as well as engendering their creative abilities;
5. encourage respect, caring and team cooperation;
6. have cultural learning and globalisation knowledge;
7. have ability in planning, organisation, and execution;
8. use technology and information science;
9. have active attitudes to exploration and research;
10.  have ability in independent thinking and problem solving.

Were all of these equally important aims, and how do teachers transform them from teaching?  These goals seemed based on concepts of materialism and functionalism, where learning involves formulations of one’s knowledge concerning the external world, not an individual intrinsic world.  The basic point remains, what is the purpose of the art in the education context?  This situation has echoes in Bruner’s (1996) exploration of educational truths in revolutionary times.  There are three antinomies, he says,

The third and final antinomy is one that is too rarely made explicit in educational debate.  It is about how ways of thinking, ways of constructing meaning, and ways of experiencing the world are to be judged, by what standard, and by whom.

                                                          (Bruner, 1996: 68)
In the Oxford Dictionary of ENGLISH, ‘Explicit’ means ‘stated clearly and in detail, leaving no room for confusion or doubt’ (2nd ed.2003: 610), therefore, do we have ‘explicit’ reasons to add a ‘performing arts’ subject to compulsory education?  What kinds of justifications can be arrived at for such an introduction, and what goals are to be created?  Who teaches those drama courses, and who leads the theatre programmes?  Who will be taught these drama and theatre programmes, and what kinds of content and level are appropriate?  All these issues occurred to me and they constituted another reason for me to do further research.

If theatre is a catalyst or agency for changing and innovating thought, drama activity needed to reflect real life contexts in which participants can identify with the characters in the drama text, analysing, critiquing and judging the situation before giving their response to it.  It mattered whether art is for ‘art’s sake’, or art for life and social understanding, or whether these forms are integrated during the education process.  If we know our purpose in using drama or theatre as a learning medium, then we will have better learning results. 

The concept of ‘paradigm shift’ was written by Thomas Kuhn in 1962.  He argued that one conceptual world view was replaced by another peacefully in scientific revolution.  Paradigm shift is a change from one way of thinking to another; it is a revolution and a transformation, but awareness is prerequisite; it all begins in the mind of the person.  I would like to take this thought in applied drama, I can use theatre as agent of change, being a catalyst for a paradigm shift.  When education reform stays in an indefinite circumstance perhaps it is a turning point for people to think and grasp chances and to develop a different teaching strategy under the name of theatre.  There is no fixed way to teach, but how people facilitate people to learn, to participate, and to interact with each other, it permits to have various paradigms.

I became involved in ‘applied drama’, and studied with John Somers from October 1999 and I attended all of his MA Applied Drama classes and programme in the first term.  From that time I felt like I had walked into a treasure house, which has many jewels inside.  Gradually I understood what Drama in Education - ‘DIE’ and Theatre in Education - ‘TIE’ are.

During that period, John planned a ‘TIE’ programme on ‘bullying’, which was presented at Exwick Middle School, Exeter.  I also attend this programme in which I played the role of a mother; I became fascinated by the structure and the process of the TIE programme, the relations and the dialogue that developed between the actors and the participants, a dialectic interaction that had the potential to reshape and strengthen all participants’ thinking.  This is a totally different learning setting to those encountered in Taiwan, where, interactive learning experience is seldom witnessed.  In writing on “Experience and Education”, Dewey (1947) wrote: 

A primary responsibility of educators is that they should not only be aware of the general principle of the shaping of actual experience by environing conditions, but that they also recognize in the concrete what surroundings are conducive to having experiences that lead to growth.  Above all, they should know how to utilize the surroundings, physical and social, that exist so as to extract from them all that they have to contribute to building up experiences that are worth while.

                                                        (Dewey, 1947: 35)
A TIE programme meets the requirements to “utilize the surroundings, physical and social, that exist so as to extract from them …”; a TIE programme has a clear teaching aim, and it takes advantage of issues which are relevant to the participants, who learn through interactive experiences, which employ their own knowledge and new experience in the teaching/learning process. 

Afterwards, I had many more chances to be involved and to observe different TIE programmes in England, Hong Kong, and the Philippines.  Due to the study in Exeter, I had involved with many TIE programmes being devised by John Somers, and I became more convinced that the whole TIE programme was an effective and unique way to engage young people affectively as well as through reason and cognition.  Subsequently, I have devised several TIE programmes based on Somers’ TIE model, and cooperated with different schools in Taiwan.

2  Research Goals
According to the research motivation, I took three steps as means to further my research aims.  

(1) To clarify the rationale and historical factors of TIE in Britain, and
     to develop the TIE programme under the name of theatre in educational  

     site;

(2) To study Taiwan TIE case by the lens of critical pedagogy in a school site;

(3) To explore the potential of TIE being a new teaching paradigm to help people to be transformed.
Although there are different culture background between Britain and Taiwan, but in the sixties of Britain, many people were arguing on the rigid education environment and proposing suggestions to improve the dreadful conditions, the situation is similar to the circumstance of Taiwan nowadays.  The whole society has intent of doing something on education reform, which lots of people have willing to find different ways and approaches for nurturing people in both country.

3. Research Questions

According to the research, there are research questions as follows,
(1)  I. Can the rationale of the TIE be implemented anywhere?
    II. Is there any barrier to fulfil the TIE programme?

(2)  I. Does the subjectivity be arising through the involvement experience?
    II. Is the relation, association and alliance created between the individual and the collective through the dialogue with TIE?
(3)  !. Do those participants including students and the TIE team be changed?
    II. Does people who involve the TIE programme start to notice the public 
discourse?

I state as follows,

If a TIE programme constitutes a unified performance that can be seen as an art form, presented in a school with interaction with students, does this process and situation reveal a new learning means for students to experience subject matter, i.e. can the TIE programme provide a new paradigm for both students’ learning and school’s teaching strategy?

If TIE is art form and new learning paradigm, my question here attempts to throw light on the pedagogy of TIE, which I try to analyse through the lenses of critical theory and critical pedagogy.  Through the process of TIE, I also discuss whether, though TIE is an art form, can it be more than art and its appreciation.  Can the participants construct their own knowledge through their experience, which demands of them responses using the full gamut of learning from sense intuition to rational cognition which are in a continuous dialectic through activities within the TIE programme.  Can I claim that the TIE paradigm is critical pedagogy?

TIE requires knowledge of theatre and education, but if TIE is a unit, then, what is the philosophy and epistemology of TIE?  I think I should explore the nature of theatre, and then find crucial parts to associate with the educational and sociological aspects of TIE.  I want to argue, even though I know that TIE is a programme not simply a performance, whether or not, given the changed context in which it operates it still possesses the essence of theatre.

Then, my question is that TIE is a form of “active education” which places emphasis on the individual, but also develops a sense of the collective.  When I review the literature, I question whether TIE is simply a different teaching strategy, and pedagogy, or whether it has a certain special significance in and behind it.  Its regular concentration on moral and ethical issues seems significant ‘because education is ultimately a moral and spiritual pursuit’ (Connelly & Clandinin, 1999: 133), and education is the driver of social change.  Some claim TIE has the facility to bring significant change; I will debate whether TIE forms a social movement through active education rooted in schools.

I will not only be a researcher swimming in the words I write and read, but also a practitioner who will devise and evaluate TIE programmes.  The productive polarity in this state should give rise to an insight into praxis which can not be achieved by recourse to just one of the elements of practitioner or researcher.  During my research, I desire to clarify and grasp the notion, meaning, and significance of TIE through inhabiting the force field found between the empirical work and literature review, so that I can penetrate more deeply the significance of TIE, and develop my own theories.

My research work falls into two parts: the first part presents what I believe to be a necessary overview on TIE development in Britain and education reform in Taiwan.  The second part focuses on TIE in school classrooms to find out what is the philosophy embedded in TIE; it is more deeply involved in the interaction between the individual and the collective, therefore I take critical pedagogy as my core focus to survey the learning process and situation both in school generally and the class in particular.  

Critical Pedagogy

When we discuss on the topic of critical pedagogy, we have to mention his name and read his writings, that is, Paulo Freire, especially his theory on dialogue teaching ‘is to create a process of learning and knowing that invariably theorizing about the experiences shared in the dialogue process’(Macedo, 2000:17).  
Critical pedagogy represents a discourse on radical education, in which Giroux distinguishes three traits: ‘radical education is interdisciplinary in nature, it questions the fundamental categories of all disciplines, and it has a public mission of making society more democratic’ (1992: 10).  Those theorists see education and its curriculum as means to transform society, in order to make it more democratic and equal.  

Freire proposed ‘the “banking” concept of education, in which the scope of action allowed to the students extends only as far as receiving, filling, and storing the deposits’ (Freire, 1970: 72), that is the very traditional teaching way, i.e. narrative education.  This banking education cannot lead students to the way of liberation, ‘his democratic proposals of problem-posing education where “men and women develop their power to perceive critically the way they exist in the world with which and in which they find themselves; they come to see the world not as a static reality but as a reality in the process of transformation”’ (Macedo, 1970: 12).  His concept of liberatory education is the core of critical pedagogy.
Giroux contends that a critical educator should reject the traditional perspectives of education that claim to be objective, nonpartisan, neutral and apolitical.  Critical pedagogy must seriously address the concept of cultural politics, which views all education theory as intimately linked to ideologies shaped by power, politics, history and culture; the individual is both producer and a product of history.  Based on this view, teachers should be transformative intellectuals who:

… must be committed to the following: teaching as an emancipatory practice; the creation of schools as democratic public sphere; the restoration of a community of shared progressive values; and the fostering of a common public discourse linked to the democratic imperatives of equality and social justice.  (Giroux, 1988: ix-xxi)
For reference I summarise some traits of critical pedagogy taken from related literature on critical pedagogy by Giroux, as follows:

1 interdisciplinary in nature;
2 the concept of cultural politics, link to ideologies shaped by power, politics, history and culture;
3 emancipatory;
4 teachers should be transformative intellectuals, questioning the fundamental categories of all disciplines;
5 schools as democratic public sphere, restoration of a community of shared progressive values;

6 public mission of making society more democratic, fostering of a common public discourse linked to the democratic imperatives of equality and social justice.
4  Writing Approaches

According to my argumentations, this research thesis is divided into two parts.  Part I “Historical contexts for TIE practice in Britain and Taiwan” consists of two chapters which provide the literature review perspectives on the nature and historical context of TIE in Britain, and an analysis of education in Taiwan.  Chapter 1 “Surveying the TIE movement in Britain from the viewpoint of critical pedagogy” considers why people want to use TIE as pedagogy.  Is there any relation between the external result of TIE and internal introspection of the individual?  How do we associate the form of theatre with the content of education?  Chapter 2 “Implications of ‘Theatre in Education’ pedagogy: surveying Taiwanese educational reform on arts education since 1998”, discusses and compares the school context before and after the Education Reform Act, and the relationship between teachers and students in Taiwan.  

Part II “Taiwan TIE case studies” consists of three chapters in which my discourse on TIE into the school arousing group discussion to facilitate self-awareness in both knowledge and social concern.  These matters help me clarify my stand on issues such as Vygotsky’s social-cultural constructivism, Bakhtin’s idea on heteroglossia, and Rollo May’s ideas on creativity, accepting the notion of critical pedagogy, especially as expressed by Paul Freire and Henry Giroux.  I adopt their thoughts about individuation, which is influenced by the society and cultural context in which one lives, but where individuals can arrive at her/his own judgment through self-awareness.
Chapter 3 “Paradigm shifting: correlation and interaction between school culture and outside theatre workers” examines why I choose TIE as the agent for learning and how we cooperate with schools, envisioning the TIE team as a social resource to enlarge the function and worth of awareness education of the individual thereby widening students’ vision. 
Chapter 4 “Emancipation from affection to cognition through TIE” surveys the action of TIE in school, the whole process of TIE happenings which are full of intuition, feeling, and perception and how the programme exercises students’ literacy, but also their aesthetic and creative abilities

. 
Chapter 5 “TIE as pedagogy for the opposition” views TIE in a university as a means to integrate experience, critical consciousness and knowledge from a common public discourse, and to foster the concept of cultural politics.

Chapter 6, the last, is my general conclusion for this research.  It indicates what my findings come from the field work, what the strength and weakness is from the process of research, and what is my perspective in the future.

My Role

From these chapters, I contend that narrative is way of capturing qualitative research data and a means of expressing them.  I am in a multi-role position being a:

· researcher while I analyse and comment on the literature;

· facilitator and practitioner, while I devise a TIE programme into school;

· teacher, while I teach courses to those TIE trainees.

But I believe authenticity flows from the fact that I put myself into the realm of a real school site.  The process of research is embedded in an authentic context in which I face participants including students, teachers, and parents simultaneously, and I communicate and interact with them immediately and spontaneously.  This means, however, that I need to be careful when I interpret the data to avoid arbitrary and dogmatic judgements.  The subjectivity of qualitative research opens up interesting possibilities, but it also has its limitations.  Therefore, I repeatedly watched the DVD of the TIE programme I devised, reviewed evaluations from participants, pored over the observers’ reports, and discussed issues with the TIE team members and the school teachers and parents who were involved in the programme.

6  Conclusion

The goal of education is to let each of us have a common understanding of and place in the world we inhabit, allowing for the sharing of alternative views whilst developing out own perspectives and values.  Each one of us is distinguishable but not separable from each other; we transmit different and various values through dialogue according to the specific context.  My own reflection through the praxis is to imply a platform, a discussion ground between the practitioner and the object, and that platform should contain the interpretations of each one involved in the society chosen for study; the platform is illuminated through historical context, and further understood through a group process in which people interact and communicate; the individual cannot be unconnected with the society.  All these research procedures are chosen to support and enrich my findings and discourse on whether TIE can be a critical pedagogy, whether a TIE programme still possess the aesthetics of theatre and, more than that, whether TIE can be a social movement rooted in school.

Endnotes
Part I  Historical Contexts for TIE Practice in Britain and Taiwan

Chapter 1  Surveying the TIE Movement in Britain from the  

           viewpoint of the Critical Pedagogy 

1  Definition of Theatre in Education (TIE)

Mapping TIE

What is TIE?  We can understand directly from the term that it relates to the realms of theatre and education. But what sorts of theatre does it involve, and what sort of aesthetics does it reveal?  What kind of education and for whom? 

Theatre as a mirror of introspection

The nature of theatre contains plots, characters, events, theme, dialogues, music, spectacle, and physical location.  Peter Brook in his book “The Empty Space” remarks that ‘the theatre has one special characteristic.  It is always possible to start again’ (Brook, 1968: 140).  We, audiences, have found the abstract meanings through watching theatre productions.  Theatre provides an opportunity for what could be called integration, the discarding of masks, the revealing of the real substance: a totality of physical and mental reactions (Grotowski 1968).  That is, one of the traits of theatre arts is that audiences receive the experience from watching and perceiving within a performance.  Through performances, people can catch meanings of: 1. special values attached to objects; 2. historical context in a special ordering of time and space.
Like scientific works in which experimentation is used to generate knowledge, theatre also employs experiments; artists will try a range of possibilities to find the best result, which is not the end, it is a part of a process of seeking artistic ‘truth’, which itself is transitory and not a stable state.  As Brook says, 
Life is moving, influences are playing on actor and audience and other plays, other arts, the cinema, television, current events, join in the constant rewriting of history and the amending of the daily truth.

 (Brook, 1968: 16)
Theatre itself is an argument embedded in a life text.  It ‘creates a social occasion’ and in its form:

… the power of the theatre to be lifelike is easier to understand, even if it is commonly misunderstood. What happens onstage can look so very like what happens outside the theatre, in the ordinary lives of all of us, that the whole business can seem easy, as if it were something anyone could do. 
(Brown, 1997: 3-18)

Theatre is an integrated arts form, which can cross over into other expressive forms such as film and music.  
Narrative, conflict, argument, tension, climax, and development are the very stuff of dramatic energy: a play shows what happens, rather than what is. It is an art form appropriate to a civilization which is aware of change, inevitable change due to forces within society or the environment, or unexpected change brought about through the will and activity of individuals. 

(ibid, Brown 1997)
Theatre is structured externally by sound (including verbal and non-verbal), visual scenography arts, performers’ gestures and action, and mise-en-scene, for instance, and internally with a play on a theme.  Theatre, no matter in eastern or western society, is associated with the social circumstance, e.g. a ritual for agricultural fertility, a ceremony for national birth, a play from a playwright’s view of society, or cross-media using integrated technology within a production governed by a director’s idiosyncratic interpretation of events; it is an art of possibilities.  We suppose audiences can get the picture and meaning of life from the text and the whole production, but it is hard to say in reality.

Education: as a means to enlighten the being’s intrinsic thinking

The meaning of education comes from the Latin educare which means ‘to bring out that which is within’.  The purpose of education is to enlarge the human being’s empirical world, which they encounter continuously through their external circumstances, whether individually or in groups; this process will lead to a growth of people’s intuition and cognition (Huang, Wu-hsiung, 1996).  Curriculum design and the teaching process are the major agents for stimulating students’ attitudes to learning and dialectic thinking which aim to cultivate students’ abilities to explore, analyse, judge and communicate.  

How do we come to understand the world?  We cannot experience large parts of the world’s activity, so we come to supplement that understanding through education; this is self-evident, we get knowledge through education, and education stimulates hope in the search to improve the world.  There are certain ways to acquire knowledge; going to school is one major way society imparts knowledge; we also obtain knowledge from absorbing societal customs and from experts in the older generation.  Is education a route to reach inside oneself?  It depends on the purpose of education.  Most of school policy is conventional and a way to make students competent for the life they are to lead in the world.  Most curriculum content and subject-matter satisfy professional and societal needs although the self sometimes is influenced unconsciously by these thoughts in the educational environment.  Education is not only a means; we cannot take a means as an end for granted; more than that, education should connote more significant meanings within it.  That is, education enlightens the beings’ intrinsic thinking as well as self-reflection, and the word ‘thinking’ is important linkage for self-awareness.

In his book “Democracy and Education”, writing about ‘Thinking in Education’, Dewey states:

    Thinking which is not connected with increase of efficiency in action, and with learning more about ourselves and the world in which we live, has something the matter with it just as thought.

                                                          (Dewey, 1915: 179)

In Dewey’s (1897) pedagogic creed, he believes that all education proceeds by the participation of the individual in the social consciousness of the race.  This process begins unconsciously almost at birth, and is continually shaping the individual’s powers, saturating his consciousness, forming his habits, training his ideas, and arousing his feelings and emotions.  Through this unconscious education the individual gradually comes to share in the intellectual and moral resources as an inheritor of the funded capital of civilization.
  Precisely speaking, ‘when a pupil learns by doing he is reliving both mentally and physically some experience which has proved important to the human race’ (Dewey, 1915: 293).  

The competence of intrinsic thinking and reflection is an impulse to facilitate people progress; we will not have advances unless we get this capability, no more talking about critical and dialectical thinking.  As school teaching is the key factor for students’ education, I regard Dewey’s ‘philosophy of experience’
 as seemingly simple but profound.  Experience makes people think about what happens in the condition of real life, and what is the association between individuals and human life.  A laboratory for the study of life offers them opportunities to think and reflect.  But ‘experience does not go on simply inside a person’ (ibid. 1945: 33), it is led by school teachers not only to shape the ‘actual experience by environing conditions, but also recognize in the concrete what surroundings are conducive to having experiences that lead to growth’ (ibid. p.35).

General Definition of TIE

Theatre in Education (TIE) as a definable movement began in Britain in the mid-1960s in direct response to the needs of both theatre and schools.  It originated as an initiative from within the professional theatre and is now supported by regional arts boards and local education authorities in many parts of the country.

(Jackson, 1993: 1)

The initial aims of TIE, as expressed by Gordon Vallins
 seem simple and straightforward:
…to explore the value of drama in the development of a child’s personality, to experiment in teaching methods using drama and theatre techniques, and to stimulate an interest in theatre in adult life

 (Coult, 1980: 78)
Kathy Joyce thought that:

    TIE is a unique hybrid which combines the skill and techniques of traditional theatre with modern educational philosophy and practice to create a medium for learning with direct emotional and intellectual impact upon the audience.  The good TIE company will generally deal with strong, sometimes contentious material related to the real world, refusing to water down or patronize, even for the smallest children.  The company members have strong performance skills and either a background of TIE or teaching experience, so that the company has roots in both theatre and education and understands the potential of children and the nature of the school establishment. 

(Jackson, 1980: 25)

but by the early nineties, Jackson (1993) points to a more complex situation:

    Diversification has been evident for some years now at all levels-ideological, dramaturgical, financial, organization-…new groupings (such as ASSITEJ-GB, National Drama and Theatre in Museums) have emerged to represent those changing interests, demands and partnerships.  It is probably no longer possible to speak of a single TIE movement.

                                                        (Jackson, 1993: 30)
It is important to explore how TIE can be legitimised and accepted by government and society.  Certainly, I regard that the process of social change is a major way to justify TIE, and its processes involve a complicated social construct, which involves different elements - art, school, theatre, government policy, financial issues, resources distribution, and tactical alliances, for example.  It is not only the benign matter of TIE in itself, just providing educationally helpful programmes in school, but also how TIE links the school with the varied society in which it functions as an interactive medium, which deals with controversial topics, and helps students to have dialectical thoughts and comments on those controversial issues.  It is different from traditional teaching which relies on one-way transmission; TIE is a multi-faceted way to let students have experience and to stimulate in their thought and dialogue.  

I propose, therefore, a premise that TIE is a ‘collective action’
 (Becker, 2003: 85).  There are two meanings of ‘collective action’ to recognize TIE; one concerns collective teaching and learning action during the TIE process.  The other meaning connects with the influence TIE exerts on society, the education system, and the wider culture.  In turn, why should TIE come about?  What did TIE want to express? And how is TIE affected by society, the school, and government policy?  What is the place of theatre in the national curriculum?  What is the significance of bringing TIE into the education system, the cultural and the social contexts?  What is the social role of TIE?  It should relate with other co-existent realities, I believe that ‘the emergence of the new form was not of course an isolated event’ (Jackson 1993: 3).  My thinking is that there are two conditions to consider; one situation is like a theatre production, which, typically, involves actors, a scene shop for building scenery, a costume shop for making costumes, a lighting laboratory for lighting equipment, a props shop for prop making, many crew members for doing backstage jobs, and a director for rehearsing and directing the play, all focused around the playwright’s script.  A production, which ‘consists of all those people and organizations whose activity is necessary to produce the kinds of events and objects which that world characteristically produces’ (Becker 1976: 41).  Therefore, TIE cannot be carried out alone.  The second situation is when the conventional art form cannot persuade artists to believe in its authentic meaning; those artists then seek innovation and the creation of something ‘new’.  For these reasons, alternative theatre appeared in the UK in the mid-sixties.  
Doubtless, for the same reason, people demand educational change when they believe conventional education cannot facilitate and foster people’s progress.  An alternative education is required to support people facing the new era, and this will happen within the context of social change.  My meaning is not absolutely cause and effect determinism or relativism, but the situation of change will not be an isolated event. 

Theatre in Education, ‘as its name suggests, …comprises aspects of both Theatre and Education’ (Somers 2001)
  The definition may be read as an understanding in Jackson’s (1993) writing:

the concept of the TIE ‘programme’, and it is this element that distinguishes TIE most obviously from other kinds of young people’s theatre. The TIE programme is not a performance in schools of a self-contained play, a ‘one-off’ event that is here today and gone tomorrow, but a co-ordinated and carefully structured pattern of activities, usually devised and researched by the company, around a topic of relevance both to the school curriculum and to the children’s own lives, presented in school by the company and involving the children directly in an experience of the situations and problem that the topic throws up.

                                                         (Jackson, 1993: 4)
I regard the crucial concept as the requirement that, to be complete, TIE programmes require the active involvement of children in the process, which is totally different from the conventional teaching in Taiwanese schools.  The words ‘involving the children directly in an experience of the situations’, according to Dewey’s philosophy of EXPERIENCE, provides a very clear picture on learning by doing, by interaction with the TIE team and other pupils.  Edward Bond
 (1994) states in a paper: 

    TIE lets children come to know themselves and their world and their relation to it.  That is the only way that they can know who they are and accept responsibility for themselves.  TIE is carrying out the injunction of the Greeks who founded our democracy and our theatre: they said know yourself – otherwise you are a mere consumer of time, space, air and fodder. 
                                            (Quoted in Cooper, 2004: 81)

Christine Redington suggests some of the theatrical and educational elements contained in TIE.  The educational elements are:

child centred approaches, use of play, learning by doing, project teaching, relation to age group, problem-solving, language development, new teaching methods
and the theatrical elements possess:

theatrical form, empathy, the actor-audience relationship, group devising, social and political subject-matter, theatrical aids.  
(Redington, 1983: 3-6)

Can we hold the view that the TIE programme is a new teaching paradigm?  It allows students to undertake role-playing, role exchanging, and to question and discuss the motivation of characters. Students learn from the experience, in ways different from traditional one-way teaching. 

Pam Schweitzer (1980) is editor of the book “THEATRE-IN-EDUCATION: Four Secondary Programmes”.  In it she says that TIE is concerned with learning through experience, in the classroom: 
… new theatre forms are being tried, new programme structures and new teaching methods are emerging which are of considerable significance to the otherwise very separate worlds of education and theatre 
(Schweitzer, 1980: 7)  
“Forms” and “structures” provide the essential boundaries for the creative act, furthermore, “forms” illustrate the object or the issue we see through both our own subjectivity and an external reality, and that is an essential dialectical relationship; “teaching methods” also is a form that is relevant to education.  And, TIE is a new teaching paradigm since the sixties, that is, the aims and function of TIE are diverse thoughts, covering a real, serious social issue, language dialogue, and aesthetics employing an interactive dialectic in its teaching approach, which provides both situated learning and learning through experience.

O’Toole (1976) also proposes some characteristics which give rise to:

‘… its special identity.  Firstly, the material is usually specially devised, tailor-made to the needs of the children and the strengths of the team.  Secondly, the children are often asked to participate; endowed with roles, they learn skills, make decisions, and solve problems, so the programmes’ structures have to be flexible to respond to the children’s contribution…. This participation and involvement is deep enough to be a significant aid to any learning process and demands small audiences, usually just one or two classes…. Thirdly, teams are usually aware of the importance of the teaching context, and try to prepare suggestions for follow-up work’. 
(O’Toole, 1976, preface: vii)  

A quarter of a century ago, Coult wonders ‘In the eighties, then, what can we say characterizes TIE?’ (Coult, 1980: 84), and in answer he posits:

1. TIE sets out to explain the processes of the material world.  Those processes may be physical, or historical and social.

2. TIE uses the symbolic language of theatre to describe these processes, because theatre art makes abstract ideas concrete and personal.

3. TIE places great emphasis on the involvement of its audience in the world of the play, because it seeks to encourage them to construct their own meaning from the evidence the play provides.

4. TIE seeks to nurture creative, sceptical and analytical systems of thought in young people.

5. TIE is a humanistic art-form.  It supposes that human nature is not fixed or universal, but is determined by social activity, and is therefore alterable.

                                                                (Ibid.)
From these definitions, I venture that four significant traits emerge; firstly, the “new” form means a new paradigm shift for pedagogy, which begs the question as to why teaching methods should be shifted?  Education needs to create opportunities for people to imagine, to think, to communicate, to share, and to know themselves.  The conventional teaching approaches predominantly involve knowledge transmission for students’ learning, in which teachers are the authority.  But TIE is based on a child-centred pedagogy, its programme ‘looks towards the child thinking’ (Schweitzer, 1980: 8).  The students ‘have been asked to respond to situations and to perform actual tasks, within their capacities’ (Ibid. p.15).  TIE is, like drama and theatre more widely, a collective and cooperative means throughout its whole process, ‘In the theatre nothing exists in isolation’ (McAuley, 2000: 16); it is really ‘a practical activity and intellectual discipline’ (ACE, 2003: 4).  
Secondly, it gives freedom for the individual’s creativity and imagination to be nurtured and employed, this emerging spontaneously through the TIE style.  Habitually, teachers show their authority naturally in school, even though an individual teacher may possess the concept of progressive education.  It cannot be avoided in the conventionally organised classroom, which employs automatically a system based on hierarchy.  By contrast, TIE’s teaching setting site is open and free, the process is flexible, subject and object work in dynamic co-operation, hence, freedom of mind, of feeling, of movement is engendered.  

Like Freire’s thought on education, he claimed that,

             …the programme content of the problem-posing method---dialogical par excellence---is constituted and organized by the students’ view of the world, where their own generative themes are found.  The content thus constantly expands and renews itself.         (Freire, 1970:109)

The process negotiates exploratory experience through watching, conversing, discussing, communicating, and exchanging role playing, all these actions demonstrate a ‘complex interplay between the physical and the fictional, and the meanings that emerges from that interplay’ (McAuley, 2000: 20).  

Thirdly, when TIE is involved in the school system, it constitutes not only a performance, but it generates knowledge and learning, learning through action and experience.  ‘A practical activity’ means not only the experience process of learning by doing and practising, but also learning from both perception and cognition.  Arts and education view that learning through theatre ‘makes the connection between humanness, democracy and education’ (Helen Nicholson, 2003: 13).  And, from a psychology view, Bruner (1973) remarks on ‘The Act of Learning’, says that ‘learning a subject seems to involve three almost simultaneous processes.  First there is acquisition of new information… A second aspect of learning may be called transformation…A third aspect of learning is evaluation’ (ibid. 1973: 421-422).

Fourthly, the structure of TIE contains issues which allow it to be targeted effectively.  Each of the elements is capable of shaping to that end - the topic or issue chosen, the possible use of a compound stimulus
 the performance elements, theatre interactivity (including hot-seating and forum theatre
), immediate information, whole group or division group discussion, follow-up, and an evaluation.  
The TIE programme is a complete entity.  Following the previous use of a compound stimulus, the performance begins when the story’s characters are seated at the edge of the acting area waiting for students to enter, which signals that the programme has begun.  From this moment, all present - including members of the TIE team, the student audience, and the teachers - are participants in the context of programme, each with a particular contribution to make to the TIE programme.   

2  Historical Factors  

Education Context

Tony Coult (1980) writes,

The 1944 Education Act, establishing free, compulsory schooling for all, was mostly responsible for the sixties liberalization of educational theory and practice.  What was good for the individual took the place, gradually, of what was good for the Nation.  In colleges of education, new ideas, formulated by theorists such as Piaget and Vygotsky, gave a sound basis of theory to child development, rooting it in the processes of socialization.

   (Coult, 1980: 76)

The 1994 Butler Education Act ‘had opened the doors of higher education to the working class’ (Itzin, 1980: 2), people asked the equal rights for education, which accessed to effective education meant that everyone had an equal right to attend school.  But, there were unequal distribution of educational resources, improper expectations and deviation values from the society, e.g. Gibson comments on inequalities in education that  

‘working-class pupils or certain minority groups perform less well educationally than middle-class pupils or mainstream groups. The evidence is substantial, consistently patterned, and available at all levels of the educational system. Working-class pupils (however defined) achieve less well than their middle-class counterparts on almost any measure of educational attainment……the lower the social class, the lower the attainment’ (1986: 45)  
That is, students’ learning was influenced by the hierarchy of socio-economical status of families and the school community; students still lacked educational equal opportunity.  This crucial educational, political and social movement was instrumental in altering people’s attitudes to their own entitlements to intellectual and emotional growth, this was the social stage after World War II until the 1960s, feeding off the civil rights movement, the widespread implementation of democracy, anti-Vietnam War protests and an active student movement, for instance.
In education, some social and education theorists developed new approaches to the sociology of education, using the viewpoint of sociology to review educational phenomena.  They provided a different conception from traditional education based on instrumental rationalism.  For example, Greene takes a micro-interpretive approach, which emphasises daily activities, active subjectivity, the meaning of behaviour, and interactivity and negotiation.  Marcuse severely criticises the domination of an industry culture, which urges people forward under the notion of management efficiency, contributing to people’s loss of free will in substitution for a material life that devalued human dignity and respect.  I think all these factors influenced government and school policy in allowing TIE to enter education in the mid-1960s.

Vallins described that: 

the mid-1960s was a heady time.  The national economy was on a spending spree…education was exploding, and the Belgrade Theatre, with its progressive policy of involving young people in the theatre, gave birth to Theatre in Education’ (1980: 2-3).  

These circumstances encouraged the Belgrade Theatre to take a progressive initiative in welding theatre into education.  In his paper ‘The beginnings of TIE’, Vallins says;

    Firstly, mass education was no longer being seen as purely instrumental in purpose but rather as a preparation for a culturally richer life --- a vision which was very much part of the 1960s.  Secondly, questions were being asked about the theatre’s relationship with society.  What should be the social purpose of theatre? ...... Director of Belgrade, Anthony Richardson…He recognised the educational potential in children acting out problems…He used to describe the theatre as a ‘social necessity’ and himself as a ‘community servant’ …… September 1964 …… I called it Theatre in Education because it seemed to me that the two should not be separated and it was important to emphasise that the professional practitioners would be working within the education system.  This is how TIE got its name ….. the dual role gave rise to the title of actor-teacher. This was important.  All members of the team had to have an enthusiasm for and an experience in both ….. what is important is the vital communication between people of thoughts, feelings and ideas and response to the living situation.

                                                 (Jackson ed. 1980: 2-15)

‘Response to the living situation’ means that [we must] ‘make classroom knowledge relevant to the lives of their students so that the students have a voice, that is, affirm student experience as part of the pedagogical encounter by providing curriculum content and pedagogical practices which resonate with the life experiences of the students’ (Giroux, 1988: xvi).

Students can examine the social environments, where they live in, through and within a theatrical context; theatre is ‘…. an agent of social change’ (Nicholson, 2003: 10), that is, TIE uses theatre as an agent to approach and travel beyond the goal of effective learning, extending into the processes of “thinking, analysing, judging, commenting”, which provides students with opportunities to engage in dialogue and in dialectic action with the characters in the performed story, i.e. all students can become involved in the fictional world of the performed story, and they also have roles to play in exploring and reflecting on the situations which occur in the original programme, often responding intuitively in the moment according to their imagination; that represents a process of creative thinking.  As Fisher (1990) reminds us, creativity is something creative persons use to arrive at creative outcomes,

    A creative idea or product is usually defined as original and appropriate.  Creative products would include works of art and scientific theories and also less tangible products like inventive conversations or imaginative ideas….Creativity is also a collection of attitudes and abilities that lead a person to produce creative thoughts, ideas or images.  Part of this creative process lies in the use of intuition, the chance connections which bear fruit.  Intuition or insight is the ability to reach sound conclusions from minimal evidence.

                                                           (Fisher, 1990: 31)

Pammenter also confirms that “TIE grew from a climate of social change and the accompanying developments in educational theory in the late 1950s and early 1960s…, that the more liberal attitude of society at large found their expression in educational theory. This liberalism, heralded in the Education Acts of 1944 and 1948, with the ensuing development of comprehensive education, began the stirring consciousness of another development, that of ‘Child-centred’ education” (1993: 54).  One of the most important educational theories is progressivism, which has deeply influenced to the whole world.  Schugurensky responds to the conception generally:

the traditional teacher-centred and curriculum-centred educational approaches, …… to promoting the ideas of child-centred education, social reconstructionism, active citizen participation in all spheres of life, and democratisation of all public institutions. Progressive educators believed that a new education program, based on the development of cooperative social skills, critical thinking and democratic behaviors, could play a pivotal role in transforming a society of greed, individualism, waste and corruption for one based on compassion, humanism and equality (Rippa 1997).

(Schugurensky, 2002: web citation) http://www.oise.utoronto.ca/research/edu20/moments/1919pea.html

Although Dewey did not mention the word ‘child-centred’, his philosophy of education is full of that concept.  In his book ‘The School and Society’, he writes on ‘The school and the Life of the Child’, he states that:

I may have exaggerated somewhat in order to make plain the typical points of the old education: its passivity of attitude, its mechanical massing of children, its uniformity of curriculum and method. It may be summed up by stating that the center of gravity is outside the child. It is in the teacher, the textbook, anywhere and everywhere you please except in the immediate instincts and activities of the child himself. On that basis there is not much to be said about the life of the child. A good deal might be said about the studying of the child, but the school is not the place where the child lives. Now the change which is coming into our education is the shifting of the center of gravity. It is a change, a revolution, not unlike that introduced by Copernicus when the astronomical center shifted from the earth to the sun. In this case the child becomes the sun about which the appliances of education revolve; he is the center about which they are organized. 

(Dewey, 1915: 34)

Even the notion of child-centred education arouses echoes from the society and it impacts on the devising for TIE programmes, which is new classroom teaching strategy, but most schools and teachers still retain very traditional and conventional attitudes, facing students from the front of the class for easy teaching and class control.  TIE challenges teachers’ potentially one-sided view of authority, domination, and knowledge.  When TIE visits a school it presents living models of the potential for educational change.  It involves changes not only in simple teaching strategy, but more profound principles at the heart of conventional education:

old models of competitive skill …… and rote-learning …… were challenged by new models of problem-solving, mixed ability teaching, cooperative working and self-discovery. 
(Coult, 1980: 77)
There was implied a renegotiation of the relationship between teacher and student, involving more democratic interaction: ‘children were to be encouraged to construct their own realities rather than having it imposed upon them by adults’ (ibid. Coult).  
“Child-centred” represents the significance of “emancipation”, in which the child, the learner, is the main object of learning; the child is posited in equal position, and co-constructs knowledge with teachers.  And, TIE methods play a ‘role in the opening up of children’s minds to ways of looking at the world. 
(Pammenter, 1993: 59)
In Britain, it is quite clear that:

The TIE company has a huge advantage over the teacher in respect of the contextual meaning. The actors can create, three-dimensionally and with immediacy, a believable context that arrests attention and interest and, above all, creates the potential for a multi-level experience of theatre …. The context itself can be rich in meaning and significant for the children, not simply as a vivid simulation but because it also taps universals and personal connotations of meaning that all good theatre provides.  
(Bolton, 1993: 47)

The book Jackson edited in 1980 gives many interpretations of TIE programmes from the practitioners’ viewpoint, those by Gordon Vallins, Kathy Joyce, David Pammenter, Mike Kay, and Pam Schweitzer, for example.  When I first read the case written by Schweitzer (1980), I was fascinated with her description on ‘”Adventure” as a Form’ (p.11), ‘the action is not confined to one space, but occurs wherever actors and children meet’ (ibid.).  How TIE uses the space contrasts markedly with the traditional classroom environment.  The TIE space is open and is not restricted by particular seating patterns which can change to enable opportunities for participation and communication.  TIE makes an opportunity to allow students to become involved, to voice their ideas, to make judgements, and to co-operate and share.  Stuart Bennett writes about participation for Coventry TIE, in 1969-70: 

    It is important to realise that ‘participation’ is not a fashion we strive to include.  If you have an idea and you wish your audience to experience it emotionally and intellectually a form of involvement emerges.  Some projects pick up methods from previous projects but they never work unless they proceed from a central need on the part of the group to communicate.
                                                    (in Redington, 1983: 114)
Compared with the conventional pedagogy that is:

’ from the discourse of behaviouristic learning psychology, which focuses on the best way to learn a given body of knowledge, and from the logic of scientific management, as reflected in the back-to-basics movement, competency testing, and systems management schemes’ (Giroux. 1988: 2)
TIE has critically different approaches to and implications for education.  Firstly, the process of TIE ‘uses theatre techniques for an educational purpose. By so doing it creates experience through which pupils learn. This learning, however, can take place in any, or all, of the cognitive, affective, social and imaginative spheres’ (Redington, 1980: 102).  This strategy for students’ learning is to facilitate their competency in self-emancipation through interactive and dialectical critique work, e.g. students question those troublesome characters in the performance, and actor-teachers lead them into the situation to confront the problem and make decisions.

Secondly, TIE in school not only enlarges the students’ sociability, but also cultivates their competency in thinking, analysing, judging, commenting, communicating, and negotiating through group dialogue, afterwards, they can have their own ‘dialectical thought’
, i.e. students will reshape the cognition to the social situation after they have experienced the conflict and pressures of life situations in the TIE programme.

When a TIE team visited schools and interacted with students within the programme, students always responded rationally.  And ‘TIE’s role in the opening up of children’s minds to ways of looking at the world, but its impact should not be overestimated and the deviser must always view it in the changing context of the schools system and society at large’ (Pammenter, 1993: 59), i.e. the TIE team should consider what unique contribution this TIE programme will make to the students’ education, and how it is a different strategy from the conventional one.

3  Examine the Structure of TIE

How to think and why to think

What does TIE want to express?  The development of scientific technology ought to help people to search for a better life, and “better life” should mean more humane.  But ironically, scientific technology is making people more indifferent, distant, and alienated.  Rather than assisting people to become more humane, technology dominates people’s lives. For example, some people always stay at home watching TV and receiving commercial advertisements, which affect their thoughts, and they gradually become isolated.
Another example, when I was teenager, school teachers taught us the four sequential steps for learning: listening, speaking, reading, and writing, and they said that the last step is important, because hand writing is a process of “stop and think”, which is to stop and think how to write this word, or stop and think what content we want to write.  Our teachers always said, “To stop, then to think, that is very important learning process.”  
Nowadays we use a computer to write and edit, which is very efficient and convenient. We surely do stop and think what contents we want to write, but it is writing for writing’s sake physically, not writing for thinking mentally; computer writing seems to ignore the function of writing and ‘reduces things to process, the concrete to the abstract, and quality to quantity’
.  This is the difference between hand writing and computer writing, which concerns with how and why to think through writing.

Comparing traditional class teaching and the TIE programme, similar questions emerge - how do we educate students “how to think” and “why to think” through our teaching programmes?  The traditional education approach is that most teachers tell students what to learn, then transmit knowledge one-way through packaged contents and mechanical methods of instruction.  Also, the school set a system of rewards and penalties which created competition and pressure among the students, and if the students lost interest due to a low grade in examination, they became more alienated from the course.  All material can become “dead” knowledge when approached through mechanical ways of teaching, and this allows students to stop thinking, just to take the knowledge ‘provided’ for granted.  There are various competitive awards which depend on an individual’s test score, which pushes students to study hard by mugging up the subject matter in order to gain a high grade.  School education routinely ignores that education is a search for the ideals of human life. 

Contrary to traditional approaches, TIE is a way to facilitate student thinking.  According to Redington’s evaluation project on “Race Against Time”
 and John Somers’ instructions in the process of TIE programmes;  I start to survey the structures of TIE, and realign them, drawing out the tenets and some of the sequences of a programme.

1. Research and development tenet.

( Topic 
( Target Audience/Participant
( Aims

( Research           
This element is essential for a TIE company which plans to partner a programme with a school. ‘First decide on the topic. The may be done in co-operation with profession/people who will have a need to use this form of theatre to raise sensitive topics’
.  Target audience and aims are joined, inseparable.  Mike Kay defines the first moves, to decide on: our type of audience and our educational objectives.
  For TIE programme, I regard that the meaning of audience is different from the audience of theatre performance.  The audience in TIE should be named ‘participant’ who attend, watch, and involve in the programme.  What is the target participant; who do you want to change?  What job are you expecting the programme to do?  Try to identify the aims of the programme.

Do extensive research on the topic and in particular, explore the relationship between the target participant and issues within the topic. Don’t forget to consult those who are experts by profession and others who are experts by experience, i.e. talk to drug addiction counsellors, but also to addicts themselves.
(Somers, 2007
)

  2. Political consciousness tenet. 
( Identify Issues

( Focus on Certain Main Issues 

TIE is not a full production; it is a programme to do a job within a particular aspect of students’ learning.  This programme is shaped for students’ interest, rather than the company’s interest.  Therefore, it is related with curriculum, and/or the life experience of students.  The most important things are to let students find out the reality of aspects of the society where they live.  Real life is often not reflected in school books; it potentially holds tough and hard situations, and many students are confronted with difficulties.  The environment we live is quite political, because issues relate to societal attitudes and government policy and spending, for example.  Joyce points out that:

I would contend that it is impossible to deal with real-life issues in a meaningful way without some degree of political awareness.  Topics such as the American Indian, …… are political issues and it would be very wrong to attempt to ignore the issues at stake and create mere fictions.  Schools should surely be helping children develop skills enabling them to cope with life, not attempting to hide them from reality in a cosy fantasy existence. 

(Joyce, 1980: 26)

There are so many issues around us, those to do with pollution, gender and abuse, for example.  The TIE company will need to decide on a topic and then identify the issues contained in that topic.

  3. Theatre arts tenet. 
( Embed These Issues in a Story

( Dramaturgy to Make a Performed Story (the performance element)

Mike Kay said in his interview, “let’s take ‘performance’ first because it is the vehicle through which we communicate and, in the final analysis, upon which we are judged’
.  Performance art is a broader term.  Sometimes, we will use this term to represent theatre arts.  Once we use ‘theatre’ as agent, we should understand the nature of theatre, which consists of plot, character, dialogue, theme, music and rhythm, and spectacle.  All these aspects comprise the text, that is, the story. 

Story and the performance element is the core of a TIE programme, how we tell and show a story to lead students into intrinsic reflection and positive action afterwards.  The issues must now be embedded in a story which ends in a crisis, with student interest in the story and its characters maintained so that they are concerned about what the protagonist and others can do – and how.  

The written story must be transformed into a performed story.  Although the manner of a TIE presentation is more flexible than performances in a traditional theatre space, this does not mean that it does not use the highest possible production standards.  It is full of ‘illusion, plot, character and dramatic irony are as much a part of TIE as they are of more conventional theatre form’ (Schweitzer, 1980: 81).  At the centre of the programme is performance, and that must be sincere.

  4. Identity tenet. 
( Compound Stimulus   

The compound stimulus orientates the audience towards the story so that they can connect with it during the delivery of the programme.  It takes advantage of human curiosity and people’s need to give meaning to depersonalised objects.  

I take the ‘compound stimulus’ as an identity element, because every object has its own relationship to an emerging story.  From Somers’ programmes and my own work, it is evident that it is an effective catalyst for attention-getting, helping students to move into the text and the fictional world in which it is embedded.  The facilitator uses the compound stimulus to lead students to consider questions, such as, ‘who do these objects belong to?  What is she/he like? Why are these things collected here?  What is happening to him/her?  These questions sometimes prompt audience members to generate a series of assumptions – hypotheses – about the story which forms the focus of the programme.  This is the starting point for identification with the characters in the story; this phase aids dialectical interaction. 

  5. Interactional, cooperative, and dialectical tenet. 
( Interactivity      

This element enables the audience to become involved in the story and to exercise their sense of care for the protagonist and maybe others in the story.  Students are involved in role taking, role play, role exchange, hot-seating characters, small group discussion, and quasi forum theatre etc, and they must work with others, e.g. hot-seating characters played by actor-teachers and interaction with other students in and out of role for simulating the situation and creating new meaning, through the various processes of involvement.  Each student potentially is stimulated and inspired by interaction with the story and the problems it poses, building up their knowledge within the process like scaffolding.
  6. Social learning tenet. 
( Immediate Information

( Follow-up

( Evaluation 

Immediate information is often given to assist audience members in finding out more about the support services which exist in the topic area being considered within the programme.  At its simplest this can be a card given to all audience members which shows helpline numbers and contact details of agencies from which those who have been affected by the programme can seek immediate help, advice and support.

An educational pack is often given for use with audience members after the theatre company’s visit; in TIE, they call this ‘follow-up’.  In a school, this supports the class teacher in expanding the topic and extending the engagement of audience members with the issues raised by the programme.  It usually offers more sophisticated advice and support and, in addition to exploring the performed story, opens the topic out to look at its wider implications.  

The evaluation allows the theatre workers to discover if the TIE programme did the job that was intended – to show how effectively and to what extent the programme reached its aims.

The structure and process of a TIE programme presents a symbolic meaning through the agent of drama or theatre activities, students:

…. try and symbolize the real, physical world through their play and through art.  In both of these outlets, past experiences are repeated and relived.  In this way, we can relate our external world of reality to our internal one of past experiences and knowledge, mental organisation and interpretive power.  We can link new experiences to old ones and so our minds absorb new information and expand.          (Piaget, 1950 in, Moyles, 1989: 70)
In the early years of drama teaching, if school teachers and students did not have dedicated drama experience within their curriculum, many TIE companies also designed and delivered participatory drama activities for students and did drama workshops with teachers.  Redington (1980) writes in her research, 

Lack of drama in education in schools led some new TIE schemes to place their emphasis on stimulating drama rather than offering a theatre experience.  The Ipswich Theatre began a scheme of sending actors into schools in 1967.  After consultations with teachers they offered a drama in education stimulus, working with classes of 14-15-year-olds for one-hour sessions in each of the seven Secondary schools chosen, every week of the year.  The subject was to be the history of drama, but the method used was to consist of improvisations by the children without an audience.
(Redington, 1983: 112)

I admire their commitment to schools, but I do not agree with ‘without an audience’ as it reflects a conventional way to look at drama or theatre in education.  There are audiences in the classroom, when all students do improvisation; even a teacher watching constitutes an audience.  Classes are often divided into groups and one group may share its work with others, introducing the notion of actor and spectator.  These classroom drama activities link with theatre activities within a TIE the programme, constituting approaches to interactive, cooperative and democratic presentation of ideas through the dramatic medium.

4  Socio-culture Context

What is the social role of TIE?  In Britain, although its beginnings were in the aim to serve school education or community needs, a wider cultural perspective can be considered.  Generally speaking, culture consists of the ideas, customs, and social behaviour of a particular society, i.e. the individual is a member of a society and will be influenced by it and, in turn, will affect that society.  

The individual constructs his/her own cultural diversity within the wider societal context.  Every culture employs its own language and iconographies to interpret and communicate views on this phenomenon.  This is reflected in Vygotsky’s (1978) comments on the ‘general genetic law of genetic development’:

Every function in the child’s cultural development appears twice: first, on the social level, and later, on the individual level; first between people (interpsychological), and then inside the child (intrapsychological).  This applies equally to voluntary attention, to logical memory, and to the formation of concepts.  All higher functions originate as actual relations between human individuals.

 (Vygotsky, 1978, P.57 from Daniels, 2001: 33)
Similarly, there always is mutual influence in society; nothing can be separated from it, i.e. nothing exists in isolation.  It is a ‘mutual sharing of knowledge and ideas, mutual aid in mastering material, [an] opportunity to reflect on the group’s activities’ (Bruner, 1999: XV).  

The traditional image of British theatre is that of a professional theatre which consists of scenery, lighting, costume, music and sound, advanced mechanical technology.  This, increasingly, is a worldwide phenomenon as western notions of theatre continue to spread, especially those associated with the western genre of musicals.  But people continue to raise questions about ‘the theatre’s relationship with society. What should be the social purpose of theatre?.....Surely theatre must be more than a house of entertainment?’ (Vallins, 1980: 3).  Theatre can be more than a production for arts sake or for entertainment.  Alternative theatre forms suggest that performances can be mounted in non-theatre spaces, including school classrooms.

Cultural transition is endemic in society.  I mention earlier that the year 1968 was a key point: ‘1968 was a historic year which politicised a lot of people’ (Itzin, 1980: 1), as it was marked by world-wide political and social movements, including the “Prague Spring” in Czechoslovakia, the May Events in Paris, the peak of the Vietnam War and the accompanying worldwide anti-Vietnam war demonstrations.  Also in this year, Germaine Greer’s Female Eunuch and Kate Millett’s Sexual Politics were published
, both seminal works in the growth of female political awareness.  

As for theatre development, although ‘all the most important innovations in post-war European drama have been made by writers with strong feelings about language and the theatre’ (Hayman, 1979: 30), there is still another trend of counter-culture, which heralds a ‘vision of alternative culture’.  The post Second WW era saw the emergence of:

… the first of a new generation of writers, actors and directors who were rejecting the structures of conventional theatre institutions’ 
(Itzin, 1980: 9)
Thus, certain emerging aspects of theatre came to see their function as more than entertainment.  Pammenter (1993) has mentioned that ‘theatre is a social art and therefore the practitioner has a social responsibility for the conception of the material. TIE…must take its social responsibility very seriously’ (p.69).  The story, the performance text, transfers the abstract concept of the real world into a physical production, which students can watch, engage and interact with.  The TIE programme uses theatre elements as agents to help students focus on, often abstract, meanings through the performance and theatre interactivities with the issues which flow from the subject. 

What, for example, can we teach students about the ideology of globalisation that will affect their lives and thoughts? And how do we teach the younger generation to reach independent judgements from within their own realities?  Schools in Taiwan almost always teach students these topics through slogan and dogma, which is inefficient.  Cora Williams believes that:

TIE can contribute to an education which transforms information, via analysis, into knowledge, a powerful tool enabling the next generation of adults to challenge present injustices.  Art is therefore not for art’s sake, nor for behaviour modification; it is rather the conscience of a nation by means of which we can examine society’s values. 

(Cora Williams, 1993: 107)  

Jerome Bruner is credited with the notion of ‘cultural psychology’, and states that we: 
… cannot understand mental activity unless you take into account the cultural setting and it resources, the very things that give mind its shape and scope. Learning, remembering, talking, imagining: all of them are made possible by participating in a culture. 

(Bruner, 1996: X-XI)  
This can be linked with John Dewey’s philosophy of experience, in which a pupil always learns through interaction in a particular societal, cultural context.  A TIE programme brings theatre culture into school, and uses theatre as an agent to create a story based in reality; meanwhile, through its various techniques and theatrical and educational approaches, it allows students to experience the hopes, frustrations, and despair mooted by the story.  TIE is therefore a live, interactive cultural event which connects with students’ feelings and experience.
5  What Is the Place of TIE in Theatre Arts and School Curriculum?

Alternative theatre arts

Theatre is an art form, and most of its “texts” come from real life.  John Somers writes that ‘Story acts as a placenta that connects our inner world to the world outside, the medium through which our thoughts, feelings and knowledge of the outer and the inner pass’
.  Therefore, theatre contains two elements, the artistic and the sociological.

Elizabeth Chaplin describes Arnold Hauser’s (1892-1977) critical writing on art:

…. he frequently compares the visual art of a particular period with other art forms - theatre, the novel, poetry - thus giving a broad view of the general cultural life of the time.

(Chaplin, 1994: 42)
The actor-teacher in TIE uses ‘theatre skill’ to view the general cultural life of a period time, and to ‘create a rich learning process … What they do have is a commitment to the work and a high level of craft skill as performers which enables them to communicate with their specific audience’
.
TIE programmes focus on stories which come from the real world, and issues embedded in the general society.  The programme is made relevant to the world as it is.  It deals with the operational, but also the metaphorical meaning of objects and events.  Freire remarked on the world to which man relates,
    It is the material used by man to create history, a task which he performs as he overcomes that which is dehumanizing at any particular time and place and dares to create the qualitatively new.

                                                        (Shaull, 1970: 32)
As TIE is based on two main strands - theatre arts and education, .then those wishing to devise an effective TIE programme should think carefully about how they can balance these elements within the process of a programme.  Even though TIE aims to serve education, it is a branch of theatre arts, an art form which links with the classroom drama experienced by students in schools:

….. an ordinary object or a simple gesture resonate with multiple meanings, all of which symbolize the emotional core of the drama being created. Such high aesthetic moments in improvisation could then be linked to those in the tradition of theatre. 
(Abbs, 1994: 121)  

Improvisation is also at the heart of TIE.  Mike Kay says that TIE is a participatory programme and as such is influenced by the participants.  He claims that a maximum of seventy per cent of the programme can be rehearsed; the other thirty percent is the unrehearsed sections that will change according to each specific group
.  That thirty per cent relies on improvisation skill, a key factor in the actor-teacher’s ability to adjust the direction of the programme and to maintain its quality of the programme, facilitating students’ ability to become more deeply involved in the issues through mutual communication and dialogue.

The essential characteristics of theatre include text, story, a theme with issues, role play, dialogue, speech, movement, time, space, scene, atmosphere, lighting, rhythm, music etc, and these elements coalesce into a live performance, all participants share the same space and same time through watching an evolving art work in the moment of its performance.  

School curriculum

The Coventry Belgrade TIE team first provided a TIE scheme in 1965; Gordon Vallins had the idea to do curricular-based programmes, theatricalising subject matter that would help teachers and students in schools.  Gordon Vallins was a teacher and also a professional actor, and his aim was to bring professional theatre into the schools to help students to learn.  It took place in schools and theatre companies liaised closely with schoolteachers to ensure success.  Christine Redington carried out a research project in 1978-79 during which she observed the various TIE teams offering this kind of work.  She found that the emergence of TIE, which had connections with Young People’s Theatre productions and Children’s Theatre, also received the support of schools and Local Authorities, with TIE teams getting grants from the education authorities, the Arts Council, and from both central and local government.   This evidenced that TIE got approval from both schools and the government. 

Cora Williams says ‘TIE is a hidden theatre form.  It plays in private behind closed school doors’ (Williams, 1993: 90).  This is a very interesting point.  My definition of ‘hidden’ is different from Williams’.  I regard TIE as hidden theatre, because there is the main curriculum and a hidden curriculum within course design.  In October 2007John Somers had a project and workshop on Applied Drama in Taiwan, in his speech, he said that 
Applied Drama can be defined simply as; the use of dramatic activity to achieve, often premeditate, change in a given societal circumstance.  Applied Drama, therefore, is developed with a particular aim in mind …, it has a job to do.  
‘It has a job to do’ means that people become reflective and carry out action for change.  TIE programmes always have a job to do, therefore, the TIE deviser will have a main issue and a target – aims - for particular participants.  I name this main issue the “main issue topic”, but during the process, participants will raise some issues which come from their own life experiences, I call these issues ‘hidden issue topics’. 
According to Aristotle’s ‘Poetics”, there are six elements of theatre arts: plots, characters, dialogues, events, music and spectacle.  The events within the plot’s development happen in a certain time and space in front of audiences; this is the “act of theatre”.  TIE is action theatre, with education, in school, i.e. action teaching.  ‘Action’, as the Oxford Dictionary of English tells us, is ‘the act or process of doing something, typically to achieve an aim’ (Pearsall ed., 1998).  The process of TIE, action theatre, forms a complete production, which contains performance style, performance text, acting style, music, the timing and the rhythm of the whole programme, which all contribute to an aesthetic experience for the participants.  The story and acting must be authentic, in order that we can move and touch the participants, and persuade them to interact and do something to bring change and solve the problems existing in their own reality.

The chosen subject can be selected from a range of possibilities.  O’Toole （1976）says that the programme is usually specially devised, tailor-made to the needs of the children, and this includes the choice of topic.  Thus, ‘the identity of the (choice of) subjects has to do with the fundamental issues of the curriculum’ (Freire, 1998: 69).  The programme must be suitable to students’ culture, and link up to their world, not the programme deviser’s world; students recognise the world through their cognition, not that of others.  And, this is a significant feature of TIE as compared to regular school teaching.  TIE is an interactive theatre form, and its accompanying pedagogy must embrace its target audience.  The sociology of education sees education as located in social system and it is itself a social phenomenon.  When education is conceived in relationship to the wider social context, it must pay attention to both the individual and the wider group learning process.  
Therefore, after surveying the educational context, I take TIE as a catalyst for students’ learning, enabling their transition to a state where ‘humanness is recognized in those who possess the freedom of imagination to ask why, to challenge authority, to act and behave with a sense of social and collective responsibility towards others’ (Nicholson, 2003: 13).

Can TIE Construct a Pedagogy which functions as a Thinking Curriculum to Improve Thinking and Understanding?

When TIE companies prepare a programme, they usually consult with teachers before they devise the programme for those intended students.  In attempts to create work which will help students to think and to understand, Robinson (1993) acknowledges the variety of flexible structures on which TIE programmes can call.  He states that TIE programmes:

…. vary according to their objectives, content and the intended audience.  Performance is often only part of a TIE programme, which may include any combination of workshops, discussions and simulations. 

(Robinson, 1993: 252)
The TIE programme is a complex and consolidated theatre art form, which provides a whole theatrical experience.  Through the vehicle of performance and situated role-playing, the student, through his own thinking and judgement responds to the artwork and engages in dialectical thought.

TIE is not for teaching skills, but for working out relationships, seeing connections, understanding the complexities of social hierarchies, seeing through specious arguments and divining truth.

                                                    (Schweitzer, 1980: 15)
Discussion, presenting, and responding, all involved in the TIE process, are more or less related with language use which works in deep association with thought.  The student needs to think how to speak, to decide which words and sentences she is going to use.  The TIE mode is a process which demands the correlation of thought and language.

This ‘sharing of space’ and common focus is a recurring theme in the literature; for example, Arthur Miller says,

The arts make us feel connected to one another and less isolated.  Through the arts we share an emotion and that sharing connects us with each other and we realize we all feel the same emotions.  The arts are our last hope.  We find our identity and make it easier and more pleasurable to live and they also give us wisdom.  We see our problems acted out and it’s an important socialising force.

(ACE, 2nd ed. 2003: 6)

We learn humanity through art, but if we become ‘devoid of art, devoid of the practices of theatre, devoid of artistic and critical terminology drama [becomes] …. a method of teaching without a subject’ (Abbs, 1994: 122)
, then we also lose the purpose of education.  TIE is an agent to empower the individual’s capability, and it is also a ladder to help people reach higher levels of awareness and insight.

6  Conclusion
The development of TIE has been affected for more than 40 years in Britain by the factors identified above: the educational system, theatre culture, resourcing and support from a variety of sources, and government policy towards both education and the arts.  Of course, over the years, TIE teams have struggled to consolidate their positions, in the face of, often, unsympathetic education committees and established theatre buildings and organisations (O’Toole 1976).  Throughout that period, many people, including those who were responsible for education policy and funding, remained unsure of the purpose and benefits of TIE programmes, whether their aims were based in entertainment or education.  
Notwithstanding, over time, the theatrical and educational aims and values of TIE have become more clearly defined and understood.  It has also become clear that TIE – and other, more experimental theatre forms which emerged in the 1960s – generally operate outside conventional theatre organisation and structure.  Malcolm Hay (1980) points out that,

The work of the new theatre groups of the late sixties and early seventies was never designed to be played in conventional theatres.  Whatever the differences in aims, ideology, methods of work, and styles of performance between the groups, they were all actively concerned with seeking new audiences.  And these audiences were not likely to be drawn from the regular theatre-going public of the time. 
(Craig, ed. 1980: 153)  
TIE has a constantly evolving form, as new strategies and objectives for using theatre as an educational tool emerge. Most define TIE as a general term that includes all the interactive theatre practices that aid the educational process. Some of these processes include developing original scripts, using the performance of a play as a springboard for interacting with an audience and discussing important topics or themes, or theatre activities used to support the classroom curriculum. 
The TIE website resource, http://www.tonisant.com/theatre.html, has lists of TIE companies in Britain.  Using its facilities, I visited certain TIE companies’ websites, finding that their programmes extended to the fields of cultural context, theatre and social development, theatre and education, theatre and change, as well as theatre and culture in the era of globalisation. 

It is clear from a review of the programmes offered by companies that the main objective is to encourage students to “think”.  “Why and how to think” is the basic focus.  Fisher (2003), a Professor of Education, says:

Teaching thinking becomes an end in itself by the very fact that we are thinking animals, and have a right to the education of those faculties that constitute what it is to be a human individual.  The development of our minds is part of what it means to be educated, because it is part of what it means to be human.  According to this view the key function of education is to teach children to think critically, creatively and effectively.

                                                   (Fisher, 2003: 6)
To teach students why and how to think, therefore, is a crucial function of education; consequently we need to conceive TIE pedagogy as a natural component of a ‘thinking curriculum’.

Endnotes
Chapter  2  Implications of ‘Theatre in Education’ Pedagogy： Surveying Taiwanese Educational Reform on Arts Education since 1998

1  Introduction
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The above description is a realistic day time schedule for most contemporary junior and senior high school students in Taiwan and one which I also experienced when I was a junior high school student in 1969.  It is a very long study day, and leaves very little time for arts courses or activities.  None of the students like this life style, but it has become an accepted preparation for gaining good grades in the National Joint Examination.  This situation does not change as a result of education reform; it could be said that it is even getting worse and that, increasingly, more time is being devoted to study due to some educationists attempts to find better ways to examine students, with the result that the MOE is constantly modifying examination regulations.  
Why do I use the term “Theatre in Education” pedagogy?  I wrote about the Taiwanese education system in the Introduction, page 15; here I should explain further especially to focus on the development of arts education, and the context of educational reform – especially the ‘New Nine-year Integrated Curriculum’, I reiterate here this curriculum was entirely implemented in March 2001.  The course programme for students of primary and junior high school comprises seven major domains of learning to offer students a complete knowledge map.  The MOE addressed the general principles of the ‘New Nine-year Integrated Curriculum’, in which course planning should be modelled on a student-centred programme for cultivating students’ knowledge in relation to the 10 goals as basic competence for the curriculum, which I introduced in Introduction, p. 15.  There are three elements central to course design:

1. Individual development; 

2. Social cultural context 

3. Natural environments. 

These are seen as central to the purpose of developing the desired abilities.  There are also ‘seven major learning domains’
 in the compulsory education core curriculum.  They are:

1. Languages, 

2. Health and Physical Education, 

3. Social Science, 

4. Integrated Activity,

5. Nature and Life Technologies, 

6. Mathematics, 

7. Arts and Humanities - particularly ‘Arts and Humanities’ which is included  

for the first time.  

This ‘Arts and Humanities’ learning field contains ‘Music’, ‘Visual Arts’ and ‘Performing Arts’, which have three curriculum goals, the first is exploration and creation; the second is aesthetic and understanding; the third is practice and application.  Because Music and Fine Arts already constitute the main content of our arts education, ‘Fine Arts’ is entitled ‘Visual Arts’.  Both of them have their own historically developed teaching system and music, therefore, is impossible to be included into the ‘Performing Arts’.  ‘Performing Arts’ consists of courses generally related with drama, theatre, and dance
.  This required the creation of a new course of studies which put ‘Performing Arts’ into the national curriculum with a special focus on drama.  Later, the school employed a teacher, specifically for drama, that is why the teacher in-service training emphasized drama. 

This is good news for drama and theatre educators, but debates have arisen about:

· Why have we introduced ‘performing arts’ courses into the national curriculum?

· Do we expect to train students’ and future citizens’ consciousness, and/or expect to have a significant influence on students’ creativity?

· What content do we want to teach during the period of foundation education?  How do we teach it?

· From where will the drama teachers required be found?  

Except for some creative drama courses for early childhood in teacher education institutions, there is no drama teacher training in the teachers institutions until the National University of Tainan set up the postgraduate Department of Drama Creation and Application in 2003 and introduced undergraduate courses in 2006.  Without rigorous initial and in-service education, how will teachers cope with the range of performing arts to be included in the curriculum? 

To compensate for this lack, the MOE provides opportunities for those universities which have a Drama or Theatre Department to plan teachers’ in-service training programmes.  The National Taiwan University of Arts, for example, has a drama in-service training programme for teachers in the summer.  Most teachers charged with teaching performing arts are either music or visual arts trained. 

Although the government policy documents clearly labelled the new courses ‘performing arts’, as they lay particular stress on drama, why did not the policy makers just specify ‘drama’ courses?  The more unclear the policy is, the more time we spend in attempts of definition, and the more likely it is that people disregard arts education.  More time and effort, therefore, is required to reflect on the status of performing arts courses within education reform.  For example, ‘Arts and Humanities’ courses only occupy three lessons a week, approximately 1/10 of the total weekly timetable.  These three lessons should be divided into music, visual arts, and performance arts, which mean each has one hour.  Compared with the main subject courses, ‘Arts and Humanities’ is ‘hidden’ in the curriculum. 
To compound its lack of visibility, if there are no teachers in a school competent to teach drama, the hour will be used by the visual arts and music teacher, although sometimes a school will hire a part-time drama teacher.  There is a huge shortage of drama teachers in the compulsory school system; students who graduate from drama departments cannot teach unless they acquire postgraduate drama teacher’s certification, during which they study related educational courses.  In spite of this, we are grateful that educational reform opens a door for the performing arts, through which drama or theatre has the chance to be introduced formally into schools.  In addition, TIE teams or theatre groups have opportunities to bring their own programmes and productions into the schools, and to establish liaison with teachers to create cooperative partnerships.  

I regard TIE as an alternative theatre form, so I place it within the category of performing arts education.  I regard the whole TIE programme as performance art, as well as a critical pedagogy.  TIE, therefore, has the potential to utilise the aesthetics, creativity and imagination of theatre arts, whilst cultivating students’ citizenship and ethical education, and developing their subjective judgement through the use of theatre in dynamic relationship with their daily life experience.  Here I mention the concept of TIE as pedagogy and begin to discuss its position within the performing arts field.  

In this chapter I take a macro-viewpoint to analyse and review Taiwanese education reform on arts education since 1998.  Among other things, the chapter focuses on the issues of family, school arts education, social circumstance, and national policies.  

2  Phenomenon and Dilemma in Socio-Culture Context

What is knowledge?  What is education?  How do we get knowledge through different approaches, e.g. family, expertise, customs of group, or school, and which can be defined as formal education and what as informal?  If people gain knowledge in the above contexts, should these educational approaches have a systematic requirement?  What kind of knowledge is so-called useful, and to whom is it useful?  What education purposes and goals do we pursue - functional oriented, rational, and critical teaching methods - or all of those?  These are important questions because they involve fundamental attitudes towards and notions of education, which could be different or opposed to each other.   

I survey education development from two viewpoints:

Diachronic

One is a diachronic
 contextual view that acknowledges historical influences such as politics and family culture, education policy and education reform, the national joint examination.  All these factors, whether from society or the family, blend ambiguously within the dominant frame which we just take for granted.  Gramsci defined this situation as hegemony, which is:

… the organization of the cultural, moral and ideological consent of the population to the prevailing political and economic system through the institutions of civil society, such as schools, churches, parties etc.

(Bellamy, 1994: xxxvii) 

People are persuaded by ideologically-loaded nostrums, i.e. parents and school teachers tell children that attendance at the leading school is the best way to ensure a promising future, what they have done is for the children’s benefit; the raison d’être for junior and senior high school is the ratio of school students’ admission to the top five or ten schools.  There is a famous proverb in Chinese: “A teacher for a day is equivalent to a father for a lifetime”.  This saying reveals the revered status of those older than you and the teacher.  Their role is an important cultural representation, which influences the family culture as well as that of the school and, potentially, the whole society.  It sounds impressive, but it results in a culture dominated by those ideals.

Synchronic

The other is a synchronic view on the development of arts education especially on the elements of drama and theatre.  This view holds that certain simultaneous actions influence each other.  To understand this in context, I will examine the arts education context which subsumes the drama context, applied drama in Taiwan, and a new place for drama in compulsory education.   

The Politics 

“The Republic of China”, “The Republic of China in Taiwan”, “The Republic of China is Taiwan”, and “Taiwan” are all possible names for my country.  It seems a trivial matter, but it is nomenclature influences the state’s identity.  It involves Taiwanese contemporary history, which is deeply related to the influence of the People’s Republic of China (Mainland China).   The confusion concerning the state’s identity is generated by the political implications of Taiwan’s historical development; for example, no matter when elections take place, this question will be raised - ‘Are you Chinese or Taiwanese?’, and politicians always focus on the ideology of Taiwanese local culture.  These and other political factors influence the nature and development of social circumstance, and a particular hold on educational policy.  I show briefly the significant events from 1945 to 2006:

	Year
	Situation
	Events

	1895-1945
	Taiwan was a colony of Japan.  
	The Pacific War was one aspect of World War II.  Japan was  defeated.  After the war, Taiwan returned to the Republic of China.

	1945 
	The Government of the Republic of China, Kuomintang (KMT), ruled the whole of China after the war.    
	The state slowly developed from despotism to democracy.

	1947
	The KMT period
	228 Event: the KMT killed innocent men for arresting drug dealers. This 228 Event brings historic shame.

	1949
	The Civil War occurred between KMT and the Chinese Communist Party (CCP).  KMT withdrew from the mainland to Taiwan and names it the Republic of China.  The CCP sets up a new government as the People’s Republic of China (PROC).
	The ROC Government imposes martial law in Taiwan.

	1951
	The USA funded the ROC from 1951 to 1965.
	A ‘Mutual Defense Treaty’ is Signed between the USA and the ROC’.

	1949-1975
	Kai-shek Chiang’s period
	KMT governed Taiwan in an  authoritarian manner and autocratic way, and the government passed the law of ‘mobilizing and suppressing a rebellion’; the whole state lived in an atmosphere of totalitarianism.

	1971
	
	The ROC withdrew from the United Nations (UN), and the PROC joined  the UN.

	1978-1988
	Ching-guo Chiang’s period
	He was the son of Kai-shek Chiang.

	1979
	
	Break of relations with the U.S.A. and signing of the Taiwan Relations Act, TRA.

	1986
	
	Democratic Progressive Party (DPP) was formed.

	1987
	
	Martial law repealed, but the whole society remains under the domination of the government, a centralised state.

	1988-2000
	Den-huei Lee’s period 

  
	Ching-guo Chiang died in 1988, and vice President Den-huei Lee was assigned to succeed as President.

	1996-2000
	 
	1996, elections were held to select a President. 

Den-huei Lee represented the KMT and was the first President to be democratically elected.

	2000-2008
	Shui-bian Chen’s period 
	In 2000, Mr. Chen represents the Democratic Progressive Party (DPP).

2004 Shui-bian Chen re-elected as President.

	2008
	Ying-jiu Ma as President
	KMT is back in Government.

Shui-bian Chen is prosecuted for corruption.


According to a document in the ‘National Archives Administration’
, educational development can be traced through several periods; the first was the establishment period of the modern structure of education from the Republic of China on the Mainland (ROC) from 1912 to the time before the war of resistance against Japan.  Thereafter it progressed through the period of the war of resistance; the Japanese were defeated and Taiwan reverted to the greater China in 1945, followed by post-war reconstruction and suppression of domestic rebellions.  Afterwards, there was civil war between the KMT led by Kai-shek Chiang and the Communist Party, led by Tsz-tang Mao.  KMT was defeated and withdrew to Taiwan, establishing the Republic of China in Taiwan in 1949.  Taiwan is committed to counterattacking and returning to Mainland China, which becomes its ultimate governing principle.  The government proclaims that the whole nation must be subject to martial law due to the imperative of ‘mobilizing and suppressing a rebellion’
.

The Government used the year of Martial Law Repeal, 1987, to establish two objectives: the first was to strengthen people’s national consciousness and to establish a stable economy; the second was to comply with the ‘false’ democratic trend by establishing comprehensive education reform.  I call it ‘false’ as all policies were for propaganda purposes not really adopted for the furtherance of democracy.  Indeed centralism in reality, based on the notion of the development of a nation based on the principle that the collective is more important than the individual, e.g. the compulsory army service for the male, when he is the age of 20. 

I have reviewed the relevant literature, and have selected two historical events for discussion, events which I thought were decisive not only in their influence on the making of educational policy by the Government, but also in the expression of individuals’ self-consciousness in demanding personal rights by resorting to a rational process.

1. Martial Law Repeal 

The first is the 1987 Martial Law Repeal.  This was a critical point for political change in Taiwan as, following its enactment, newspapers and broadcasting were liberated; even more, the government permitted other, different political parties to be established.  Before 1987, due to the central totalitarianism which reflected a patriarchal culture, there was unequal authority among people, and so, the education system focused on the value of “the state” and the honour of “the family”, which both concerned collective values
, and not individual development.  Did society really change after 1987?  

Before 1987 Taiwan was in a state of despotism under the KMT.  After that year, 

Taiwan began to develop into a democracy.  But, after nearly 40 years under 

martial law, the Taiwanese people had been educated to be ‘silent’.  Most of 

them had become inured to this fact and they did not think that they were 

oppressed as the educational maxim was one of conformity and obedience.  As 

Bagehot says, ‘the best security for people doing their duty is that they should 

know of nothing else to do’’ (Poggi 2006: 92).  In our society, we are taught 

through family and school many idiomatic phrases, the meanings of which are

full of moral guidance which highly influences individual development, for 

example: ‘Silence is Golden’, which in effect means that we should be quiet, and 

listen to our elders and those in authority, and then we would learn more.  

In 1996, President Den-huei Lee was the first to be elected by the democratic vote of the people.  Shui-bian Chen of the DPP was the second to be so elected.  The DPP has traditionally been supportive of Taiwan independence, and it came into the Government in 2000 ending more than fifty years of KMT rule in Taiwan.  Shui-bian Chen remained a divisive figure due to his position on Taiwan independence.  Even though he moderated his stance, he maintained that Taiwan was a different nation from Mainland China, (Chen-huang Wang 2003: 410).

Taiwan seems to have made an abrupt step forward from an autocratic and dictatorial government to a democratic government.  Whether during the years of Kai-shek Chiang or of Den-huei Lee, whether it was ruled under one party or under multiple parties, the public was still used to being led by ‘charismatic legitimacy’.  We were taught about a democratic system, but there was no chance to implement it in reality.  Under such a guiding philosophy adopted by both education and the state, the collective was prized over the rights of the individual.  We were not taught how to criticize, how to judge; our citizenship education focused on how to accommodate others.  We were not actively involved in public affairs, but passive acceptors of the status quo. 

Many sociology scholars in Taiwan such as Hei-yuan Chiu, Chen-huang Wang and Kuo-shu Yang have studied Taiwan society’s problems for a long time, and always present their suggestions to the Government, the Legislator, and the public.  Chiu says the development of democracy in Taiwan is not successful.  He thinks the main reasons for this include the rapid changes in social structure and public policy that have, since the period after WW2, followed the western democratic model which, when applied in Taiwan in different cultural and societal circumstances, induces contradictions and conflicts within society (Hei-yuan Chiu 2002).  Needless to say, Taiwan is still a country with essentially centralised authority with a conception of politics closely related with economic and cultural authority and hegemony.

The Government needs to regulate human behaviour to ensure a peaceful and a just society.  Thus, most people do believe that society needs to set suitable laws and rules for protecting the general public, i.e. there should be common consensus about the law which should then be obeyed by all.  Not to enter this state is to create the conditions which can lead to civic chaos.  How, then, can we teach people the concept, value and workings of democracy?  Hsin-hua Lin (2004) said that Taiwan was in a state of experimentation in exploring a society based on democratic practice.  Is this a dangerous situation?  Dewey mentioned learning by doing, and trial and error.  I do believe that this is suitable for students learning in school, but is it fitting for real political circumstances within a country?  What kind of outcome will occur?  I think that no one has an answer, not even the Government.  

As I show in a previous paragraph, my country has several names which form the focus of ideologically-based, serious argument between political parties.  What is our country’s true identity?  The political environment did not allow people to develop individual consciousness and self-subjectivity; furthermore, the problem of state subjectivity became marked when we encountered the other country, the People’s Republic of China (PROC).  We held that Taiwan is an independent country, but the PROC claims that Taiwan is a part of mainland China.  Since 1996, the people of Taiwan have become seriously confused over the nature of our nationality and societal identity, and we attack each other’s ideologies, especially during the period of elections.

Our dialogue and dialectic exchange are, in part, based in a limited grasp of political reality, and the politicians take advantage of the relative political naivety of people to dominate a hostile situation among the society.  For example, the question ‘Are you Chinese or Taiwanese?’ springs from the dominant ideology – the expected answer is ‘Taiwanese’.  According to Lucian Pye’s (1966) interpretation, political development should not be developed according to singular conceptions, but should be based on multiple dimensions.  Young (1994) thought that the ‘Martial Law Repeal’ in 1987 meant that we must develop new thoughts and attitudes to create and cope with a new set of circumstances.  The political system should not only assist economical growth and political modernisation, but should also be the foundation for a democratic society built from effective systems of education, administration and law, integrating public involvement in the transformation of Taiwan into a new society.  

Our policy-making dealt predominantly with macro, national political issues by which the government planted the idea of the nation and central power as being superior in our educational and societal systems.  Therefore, the content of many education courses contained large elements of patriotism and national consciousness, especially when dealing with the topics of civic and moral responsibility.  

2. The 1994 ‘410 Education Reform’ Campaign

The second influential event was the ‘410 Education Reform’ Campaign which began on April 10th 1994.

Ministry of Education literature (2000) states that the policies and targets of the country’s education system were aimed at modernisation, which should be based on the expected standards of a modern country and should educate the public to become disciplined within high-quality citizenship
.  Even if the country confronts difficult circumstances; the education system must develop continuously to educate the people for the foundation of national progress.
  It was an obvious fact that the function and purpose of school education in Taiwan is utilitarianism and totalitarianism, e.g. the policy of education was seen as the foundation of national progress.  The curriculum and the way of teaching had no relationship with individual development.  The purpose of high-quality citizens’ education laid stress on national progress and welfare, placing little emphasis on the role of the individual in analyzing, criticizing, interpreting, judging, and engaging in public affairs.  These latter abilities were not seen as prerequisites for individual or collective development or social and national development.  It is a harsh comment, but does the Government really care about the potentially dynamic very positive relationship between education, society and the individual?  Did the Government have any intention to bring about any real change?   

Before I describe the ‘410 Education Reform’ Campaign’, I should explain here that every country has its own peculiarities which present distinguishing characteristics to those outside that culture.  If we do not know that country’s culture, we might misunderstand these characteristics.  For example, social action – demonstrations - for claiming civil rights is a frequent occurrence in western democratic countries, but it was forbidden in Taiwan before 1987, and even after that date, it was still unusual to be part of a street protest striving for deserved rights.  This kind of action, street protest, is related to notions of hegemony and counterhegemony, and it is contrary to ways in which we have been educated; most of us are asked to subjugate our personal ambitions and views to those of the group.  We are encouraged to identify with the organisation of family, school, society, and government; we live by respecting the consensus distilled from daily life, which we unconsciously and habitually receive and follow.  There is a very popular slogan in our culture - “we must sacrifice the needs of the individual in the furtherance of the common good”, and we take it for granted and are used to living with it.

April 10th 1994 therefore was an unforgettable experience which became engraved in the annals of Taiwanese history.  A million people demonstrated demanding education reform.  They advanced four major demands:

1. A commitment to smaller classes in elementary schools - no more than 30 persons per class;

2. An increase in the numbers of senior high schools and universities, thereby increasing the opportunities for students to engage in further study;

3. The promotion of educational modernisation, i.e. the government should earmark sums in the education budget for educational development;

4. The enactment of a fundamental law of education, i.e. the campaign organisation demanded the government should modify the existing education law and add certain new regulations to suit the changing society.  (410 Education Reform Alliance, 1996: 12).
Following this move, the MOE held a ‘National Education Convention’; meanwhile, the public took the stance of ‘the public against the government’, and set up a ‘Public Education Forum’ outside the convention centre (Xue, 1996).

We named this protest action “410 Education Reform”
.  And, the MOE named this year as “1994 Education Reform Year”. 

The 410 Education Reform Alliance has made this statement about the purpose of education:

The purpose of education is to search for the full development of the individual’s personality, intellect, physical ability, and dignity; promoting respect for human rights and freedom; commitment to the creation of multicultural development; and the increase of mutual understanding, tolerance, and good-relationships among different countries, populations, genders, regions, religions, and cultures in order to educate people to become a citizen who loves truth and peace, and pursues justice, freedom, democracy, and independence.  

    (410 Education Reform Alliance, 1996: 21)
I agree with this statement, and believe that the purpose of education is not only to provide knowledge to the individual, but also to educate people how to think, ‘but the important thing to bear in mind about method is that thinking is method, the method of intelligent experience in the course which it takes’ (Dewey, p.180), i.e. if we educate people to develop relatively critical sensibilities and thinking capability, then he/she can analyse, judge, criticise, and choose his/her opinion freely before entering new phases.  It mirrors ‘John Dewey’s aspiration to make education a democratic laboratory, to promote citizenship through education’ (Giroux, 1981: 3).

The social movement of the 10th April 1994 pushed the Government into taking action.  The Executive Yuan
 established an Ad Hoc Council on Educational Reform on September 21, 1994.  The 30 members, under the convener of Dr. Lee, Yuan-tze, Nobel Laureate in Chemistry, were assigned the task of reviewing the current school system and the educational problems and proposing an appropriate structure to meet the new requirements of the 21st century (Wei-Fang Kuo, 1996).  This council took two years surveying and studying the field, and then it published a consultation report in 1997.  There are six principal directions to be changed: 

1. Improvement of the national entrance examination system to reduce the students’ work load;
2. Emancipation and deregulation in favour of institutional autonomy and decentralization;

3. Reallocation of resources to assure equality of educational opportunity;

4. Elaboration of a life-long learning system;

5. Overall revision of school curricula and textbooks;

6. Restructuring of teacher training programs and teacher organizations.

The civil pressure groups had never stopped their action and made great efforts to draw public attention to the educational crisis through lobbying the legislature and organising meetings and demonstrations.

Hai-yuan Ju
 （1993）researched the educational scene from 1966-1993 in Taiwan; he identified many repeated and continuous problems, the most serious being the hegemonic nature of Taiwan’s education system.  Before 1987, under the order of martial law, the state controlled the people’s ideology through the intervention in education and many other facets of everyday life.  After 1987, many free-market, market-oriented or corporation requisite policies were proposed, and the state-centralised system of teacher training was maintained, i.e. ‘the nation saw the school system as the function and tool of national ideology and cultural education’ (Xiong, Rui-may, 2003: 115).  The MOE proclaimed education reform but still in a framework of centralism infused by consumerism, i.e. education policy set the aim of skill training and learning for everyone in order for them to achieve good development, in a private purpose and future. 

Once this became a habitual culture and ideology, it was a difficult task for it to be changed or removed.  It was extremely difficult, for example, to expect teachers to modify appreciably conventional teaching methods when parental, student and educational administration expectations were deeply inured in the existing system.  Traditional teaching was still seen as an efficient approach, using the textbook provided and established motivations for students’ learning.  

The “410 Education Reform” campaign brought a different and radical voice into the field of education, and it was one of the reasons which pushed the government into setting up the committee for education reform in the same year, 1994.  The 410 action pooled the wisdom of the masses, and this major cultural counter movement provided a stimulating intervention in Taiwan. 

The Family Culture and Patriarchy

Family culture and the individual’s attachment to the family is a very important cultural treasure for us.  The family is an important concept for everyone, and the behaviour of the individual is taken as a reflection on the whole family.  We learn from childhood various moral precepts, for example: “be loyal to one’s country and filial duty to one’s parents”; “fraternal love to the family”; “the four cardinal virtues of the people are: propriety, justice, honesty, and a sense of shame”; “if the family lives in harmony, all affairs will prosper”; “bring honour for the family”; “have an obligation to the country”.

These and other epithets constitute conceptions of virtue which are rooted in our consciousness through our daily life.  Most people here suppress their own individual emotions because the individual’s success brings honour to the family group, to the society, and to the country.  That is very common discipline, which pervades our lives through the education system and the influence of family, school, government, and society.  Every one takes it for granted, and it has become a strong and influential ideology.  I totally agree that good discipline is necessary; as Gramsci wrote in his short article on ‘Freedom and Discipline’:

By subjecting oneself voluntarily to a discipline, one becomes independent and free.  Water is pure, free and itself when it is running between the two banks of a stream or a river, not when it is messily spread on the ground, or when it is released, rarified, into the atmosphere …….. It gives an aim to life and, without an aim, life is not worth living. 

(Bellamy, 1994: 26)

Taiwan is gradually becoming an educational parent-cracy which means the parents are willing to be involved the school’s affairs, and the parents are so dominant that the children lack the ability of self-reflection; they always follow the given route.

For example, when I was young, the lifestyle and the values therein influenced my judgement, which conflicted with the individual’s real intention and wishes.  I was born and grew up in Taiwan; my parents were government officers, and I took the national examination for admission into senior high school and university.  After graduation from university, I went abroad for further study in order to get a Master of Arts degree.  This situation is very common here, and many people follow this pattern.  Was it my real wish and intention to go abroad, or was I influenced by a society which held that going abroad was an honourable thing?  Was it my parents’ expectation?  Why did I not refuse?  There was an invisible tension and domination from the family, and invisible competition from one’s peers.  It was ironic that we were always asked to “be yourself” and be confident in expressing our own opinions, but these expectations were not founded in the social or educational reality in which we moved.  

The Education Policy and Education Reform

The school is like a community, the members of which share a consensus in the aims of education and moral values.  The school culture is formed by the school polices, teachers’ teaching strategies, and students’ behaviour.  Most of the schools in Taiwan adopt traditional approaches, whereby, for example, the school would arrange for the students to attend various individual or group competitions outside the school as a means of promoting the reputation of the school.  The teaching style is one way transmission by fixed textbooks, and the students’ progress in school – and subsequently life - depends on assessment and written examination.  It has not changed - the same elements exist currently. 

Especially, there is a deep influence of Chinese culture on Taiwanese culture so Taiwanese society is built on the fundamentals of Confucius’ philosophy and Lao-tzu’s thoughts on the conception of aesthetics, ethics and moral values.  The philosophy is integrated and rooted in our daily life, including the family, school, government policy, and every field and career within society.  

The philosophy of Confucius is a bible for the school system; for example the doctrine he articulated that ‘to respect the teacher is to value the ethic’.  The teacher has a very high status in society, which makes the school a sacred place.  Therefore, the relationship between teacher and pupil is always that of the superior to the inferior.  I am not criticising the thoughts of Confucius, which are profound, but I do believe that people misunderstand his meaning.  Due to this influence, the teaching pedagogy is of one way transmission in the traditional school system; even the layout of the classroom is symbolic of a single direction learning model that is easy to control.  

Although Taiwan had changed and developed rapidly and variedly in social, economic, political and technological spheres in the last 20 years, there were few examples of alternative teaching approaches.  Public forums are important elements in achieving educational reform.  Embedded reform requires that school administrations, teachers and students communicate with each other to discuss what they could and should do, and what are the different responsibilities and contributions each can make.  However, the MOE still insisted on bringing about educational reform in line with their own ideological and dominant philosophy.

From 1967, Taiwan started to implement a nine-year compulsory education system to ensure that all young people have equal rights in education.  One of the immediate effects was a marked increase in literacy.  This also signalled that the country had shifted from an agricultural-oriented economy to an industrial society (Wei-Fang Kuo, 1996).  The Taiwan education system had developed gradually from autocracy to semi-democracy.  

Education Reform 

But what is the purpose of our educational policy for the 21st century?  Is it for individual self-realisation, for national development, or to serve the market?  Deregulation of the education system is now the major aim in various reform proposals.  But, is that proposal a wise action, and is it workable?

Wu-tien Wu, Taiwanese Educationist, states that, since 1994 demands for educational reform, Taiwan has experienced significant educational change.  There is, for example, a New Nine-year Integrated Curriculum, a multiple school entrance system, pluralistic channels of teacher education, a community-based junior and senior high school system, senior high school and college/university expansion, campus democratisation, and devolving authority and decision-making to local government.

In accordance with the educational reform, various laws were enacted, such as the Teacher Education Law (1994), Teachers Law (1996), Arts Education Law (1997), Education Foundation Law (1999), and, since 1996, the opening of the textbook market to non-government publishers.

The context of educational reform in Taiwan is inextricably related with political democratisation; both are closely connected to changes from autocracy to democracy, from singular to plural, from elite to general.  But, all policies are handled by the elite, who lack relevant experience of, for example, suburban communities with high levels of poverty, and the whole issue is influenced by the ever-present highly competitive nature of education in Taiwan.  The latter phenomenon is characteristic of Oriental societies such as Taiwan, Japan, and Korea.  In order to climb up the school ladder to reach a good senior high school and university, students have to spend long hours in coaching classes which prepare them for the entrance examination (Wei-Fang Kuo, 1996).

A new system should not have been implemented without considering the real context of society and the developing culture, and without any communication or public discourse to form a consensus.  This confirms that it is still an authoritarian and dominant system from top to bottom.  The superstructure is unchanged - the government maintains the status quo, a bureaucratic authoritarian system, which has made regulations for the wider society, schools, students and communities, for instance.

There is a system of ‘bureaucratic authority’ whereby ‘activities are governed by regulations promulgated by management’ (Blackledge, 1985).  The essential for reform is to face and identify the problem, and then devote time to solve the problem by diverse means.  For example, the teacher who has to implement the reforms is responsible for implementing the changes through their teaching.  If the notion, regulation and specification of reform are vague and unclear, how can they get a clear picture of what to do?  The problem reveals many paradoxes: firstly, the national joint examination has not been abolished; the government has just changed the name of the examination, so knowledge-based learning is still the main expectation.  Secondly, the expectations of parents are not changed - the numbers of cram schools are increasing in spite of education reform; thirdly, the schools’ development here is not based on the conception of community, from primary to university.  The idea of the New Nine-year Integrated Curriculum is good, but in reality it is difficult to ask teachers in primary and junior high schools in the same district to organise a committee to consider teaching development and educational progression and continuity.  Fourthly, teachers’ education institutions, teachers colleges and normal universities are reluctant to cooperate with the reform act, because those who engineered educational reform did not consult them from the beginning.  All these institutes still educate teachers-to-be in discrete subjects.  Finally, the political ideology must be changed with regard to education, so that the government and society are involved in formulating policies which properly address the purpose and value of education in early 21st Century Taiwan.  

National Joint Examination
If educational reform is a social reform movement, then changes are not only relevant to schools, but to the wider social culture in which people’s habits, notions, and beliefs concerning different aspects of the society are formed.  For example, in reality, people believe a Chinese saying that learning is the noblest of human pursuits; therefore, school promotionism
 is still the key factor to influence school policies, the syllabus, teachers’ lesson plans, and parents’ expectations.  Competition, comparison, and choice harass everyone’s growth process.  When the competition intervenes in an individual’s choice, then what is the best and most suitable way to choose, and how do we ensure that the choice is fair to every one?  This is a common phenomenon in my country, in which our students must succeed in the national entrance examination in order to attend better schools with the aim of advancing into higher education.  There is a common notion throughout society that to attend good schools and to get a higher degree is the way to change one’s life for the better.  Therefore, it is natural that we have to implement the examination system, which appears to be a fair and better way to regulate education.  Once the students make a decision to enter senior high schools, universities and career fields, they are immediately in competition with others and must take the entrance examination for admission to the school or the organisation.  Everyone in Taiwan believes that the examination system is a just system.  But, if we take the examination as the only aim for teaching and learning, this will result in teaching strategies, the main purpose of which is the taking of examinations.  

The action of examination and competition is contradictory to the ideal of educational reform, which should cultivate students’ abilities to critique and judge and develop an active attitude towards learning through exploration, independent thinking and problem solving.  But, there are fixed subjects and courses for examination, which must be taught in a limited time.  The content of the subject is chosen and written by the editorial board, which will be responsive to the government’s requirements.  The core theme for educational reform is student-centred learning, but the reality of current educational practice contradicts this aim.

3  Art Education Context

In his research, Chen, Mu-tzu’s (1998) identifies 5 periods of art education within the Taiwan education system;

Before 1895: this period was guided by missionaries or priests with the aim of promulgating religion.

Between 1895-1945: the period of Japanese colonisation.  The Japanese government had introduced western ‘fine art’ and ‘music’ courses into the school system, and training had focused on art skill and domestication, not on creation and academic research.  This system still influences our art-course teaching in fine arts and music.

1945-1987:, the Japanese were defeated and withdrew. The Republic of China government moved to Taiwan from mainland China.  They continued an education and school system reflecting that of mainland China.  Teacher training institutes were established, which included departments of fine art, music and art crafts.  In 1979, the government proclaimed ‘Civil Education Law’, and art education began to be included in governmental regulation.  In 1984, the government declared a ‘Special Education Law’ including both talented and learning disabled children into those regulations.  So, ‘dance groups’, ‘music groups’, and ‘fine art groups’ were established in selected primary schools, junior high schools, and senior high schools for training those talented students who will follow a professional career.  For the general school, there were music, fine arts, art crafts courses for the students, the schools arranged one class for music, one class for fine arts and one class for crafts per week according to the MOE standard. 

1987-1998: martial law was repealed in 1987, and the government declared an ‘Arts Education Law’ in 1997.  The new courses’ principles were based on the concept of ‘Discipline-Based Art Education’.  The ‘Arts Education Law’ divided arts education into three categories: (i) specialisation arts education schools; (ii) general arts education; (iii) social arts education.

1998 to the present: the whole of society including government and non-government communities start to reflect on the nature of arts education, which has been distorted by school promotionism.  Due to the effect of education reform, arts education is also the key element in the implementation of the reform, because art education not only aims to enhance the outcomes of teaching and learning, but to achieve the inspiration of the imagination, creativity, cognition, competence, and transformation.  Arts and humanities cover both arts learning and cultural knowledge and understanding through art.  Therefore, the government placed ‘Arts and Humanities’ into the ‘New Nine-year Integrated Curriculum’, identifying three fields within the learning domain: visual art, music art, and performing art.  The total teaching hours for ‘Arts and Humanities’ was not increased, remaining at 10% of the available teaching hours.  So, despite the inclusion of new arts content, no additional time was given.  The teaching hours are therefore inadequate to complete the three curriculum goals: 

(i) exploration and creation; 

(ii) aesthetic and understanding; 

(iii) practice and application (MOE, 1998).

Thus Performing Arts enters the national curriculum, especially for the compulsory and foundation sections of the education system.  This is not simply a course change; their inclusion invites reflection on the essential nature and philosophy of education.  Indeed, this is a great leap forward, but there exists no trace of a regular drama or performing arts curriculum in the school system and there is no drama course training for the drama teachers-to-be.  We had no drama and theatre syllabus in compulsory education before, whether traditional or western, so the schoolteachers definitely feel panicked.  They do not possess any knowledge about drama from their initial training, either as art form or teaching method.  It is a real problem situation for the whole society.  There are only a few people who know about drama and theatre which have both artistic and applied functions.  Even then, they do not know how to teach the pedagogy of DIE and TIE to the teachers to be. 

If teachers have no knowledge of drama, how do they apply art in their teaching and how do they acquire even a basic understanding of and approach to education through dramatic art?  The government defines drama as equal as acting which is easy to learn, and it is not important compared to the main subjects such as language and mathematics, and therefore simply included a token reference in the implementation regulations?  The conception and content of ‘Arts and Humanities’ are full of statements abounding in traditional functionalism and elitism, e.g. one of the aims is stated as ‘The students should understand the relationship between the self and society, the self and the natural through their own experience in acting.  The students must learn how to use props in proper and professional way while producing a production’.  All these statements create pressure on those music and fine art teachers who are required to teach courses with performing art content.  

The Performing Art curriculum is a new curriculum for us.  Why do we need it?  What do we want from the performing art curriculum in terms of student learning?  And, how do we teach in order to achieve the following three curriculum goals: 

· exploration and creation;

· aesthetic and understanding;

· practice and application.  

When Henry Giroux (1988) considered ‘questions concerning the production, distribution and evaluation of knowledge’ which he contended are linked to ‘questions of control and domination in the larger society’, he wrote:

… the types of questions that would provide the basis for viewing the curriculum from this perspective.  These questions would include:

1.  What counts as curriculum knowledge?

2. How is such knowledge produced?

3. How is such knowledge transmitted in the classroom?

(Giroux, 1988: 17-18)

What is the purpose of the curriculum?  

If one purpose of curriculum is to generate possibilities for individual and social emancipation, we will have to develop a new language and new forms of rationality to accomplish such a task. 

(Giroux 1988: 18)  

What is the purpose of including the performing arts in compulsory education, especially that focused on drama and theatre?  Is a primary aim emancipation for the individual and society?  If it is, then teachers should know how to lead the students to become involved in the course, understanding the distinct natures and congruencies of teaching and learning.  ‘How’ becomes very important, which requires that teaching methods through drama are developed with the aim of achieving ‘Emancipation’.    
The Drama Context

When reviewing drama education in Taiwan, the most visible elements are to be seen in higher education, which educates people for the professional theatre.  There are 7 universities
 which have drama or theatre departments including one college for traditional performing arts.  

Before 1998 there were core arts curriculum components in fine art and music in primary, junior high and senior high schools.  Although drama was not part of the school curriculum from the primary school to senior high school before 1998, the Government supported a lot of projects taking place in schools.  During the period 1949 to 1986 especially, the MOE cooperated with the Taiwan Province in organising a Children’s Theatre competition, which was performed by children.  In pursuit of the prize, each school, its teachers and parents’ council concentrated on all aspects of the production.  The concept of competition had twisted the true meaning of theatre arts, and this caused discontent among school teachers.  The programme was ended in 1986 by public demand.

The year 1987 was an important time for the development of children’s theatre; Dr. Bou-ling Hu presented examples of European children’s theatre theory and practice which helped the public understand that drama and theatre  could be viewed as a catalyst which employed the elements of ‘play’, ‘imagination’, ‘creativity’ and ‘variety’.  In addition, the performance was delivered by adult-actors and, often, a professional theatre company.  This idea influenced children’s theatre troupes, and they gradually adopted a professional approach, e.g. the Song, Song, Song Children’s Theatre & Puppet Theatre, the Moki Children’s Theatre Company, and the Shoes Children Theatre.  

In addition, the Council for Cultural Affairs (CCA)
 planned a programme which invited theatre companies to go into schools.  As a result, theatre companies performed in schools and held summer theatre camps and other theatre activities for young people.  A number of children’s theatre’ companies received subsidy from national or local government to tour different styles of children’s performances.

In junior and senior high schools, there are student drama clubs, which schools will support financially to help students invite drama teachers to teach them more knowledge about drama and acting skills.  The MOE and the CCA sometimes cooperate in mounting theatre programmes which contain a series of drama activities, including workshops, performance competitions, and discussion forums.

Drama and theatre cultural activities remain on the margins of arts affairs.  Even so, I am optimistic because ‘to be seen is a chance to be known’ and drama’s presence, if it is handled well, becomes its own source of advocacy.  In 1998, performing arts was introduced into the national curriculum of the compulsory education phase.  Although the circumstances were not ideal for teachers and schools, it gave us the opportunity to establish practice in the light of experience, and then to revise that practice to achieve better outcomes.

As stated in a previous paragraph, before 1998 there was no drama curriculum in the schools covering compulsory education, therefore there were no related courses in the teachers’ training institutes or in the normal universities.  To compensate for this lack, the government introduced cultural policy to create circumstances and conditions for performance.  The CCA and Local Cultural Bureau, for instance, set up many cultural arts policies to support drama and theatre through short-term workshops and activities for young people.  This provided opportunities for theatre companies, and nurtured them in the process of becoming more professional.  However, there was no special treatment for children’s theatre; all policies provided equal opportunities for every theatre company.  

The following statements outline the progress of theatre developments which connect with current policies:

(1949 to 1970s - the KMT withdrew to Taiwan; all the policies and developments covering education and cultural affairs had the common theme of being ‘against Mainland China’s communism’.  There were lots of performances focused on the theme of political propaganda, without exception under censorship, including children theatres and puppet theatres.  During this period, there were also children’s theatre competitions, held by the MOE and local government, with children from primary schools performing.  Due to the over-emphasis on competition among schools, this was judged to have had a bad influence on society and it was ended in 1986;    

(1967 – the MOE set up a new Cultural Bureau;

(1971 – the MOE held the National Arts Festival for the first time, with an emphasis on youth performing arts;

(1978 - the Executive Yuan began to construct Cultural Arts Centres in 12 counties throughout the country.  All were completed within 5 years.  That was the foundation for developing the varieties of performing arts in later years.

(1981 - the Council for Cultural Affairs (CCA, the former Cultural Bureau under the supervision of the MOE) was set up and took responsibility for cultural research and development, strategies and implementations.  This great transformation meant that the performing arts now came under the aegis of cultural affairs.  In the nineties, the CCA advocated regionalising the municipal projects so that each county had its own ideas and methods of presenting its festivals. 

(1986 - A professional children’s Theatre Company was set up, the Moki Children’s Theatre Company, which was run by adult-actors.  This company’s productions made society look seriously at professional children’s theatre as a genre in its own right, and not as a subculture of the main stream of adult theatre.  From 1987, the number of children’s theatre companies gradually grew.  According to the MOE records, there were over 50 professional and amateur companies listed for the whole nation.  

(1987 - National Theatre & Concert Hall (named National Chung-Cheng Cultural Centre now) was opened.

(1990 till now - Over the past decade the various central or local cultural bodies have often arranged children’s drama and theatre events in cooperation with schools and their communities.  For example, from 1997 till now, the CCA has had a regular programme of ‘Following the Arts - Performing Arts Troupes into the Schools’ every year.  The programme includes many varieties of theatre - traditional opera, children’s theatre, theatre, dance, puppetry and shadow puppetry, for example.  There are programmes on ‘Promoting theatre for young people’ and ‘touring lectures and demonstrations of play making’ for the young participants; a ‘Playwriting workshop’ for high school teachers, and a programme on ‘Innovative short play production’ for high school students.  The ‘2001 Summer Camp on the Appreciation of Performing Arts’ was organised for young people.    Many such events have helped to improve the cultural environment, which expanded the opportunities for learning through action and ‘doing’.  Not only does the CCA provide opportunities, but the MOE also offers grants to schools to allow them to cooperate with theatre companies or theatre arts associations.

(2001---The Department of Cultural Affairs, Taipei City Government set up the first actual Children’s Theatre, adapting the lecture hall for use as a theatre.  Although it is not a professional children’s theatre building, it still offers companies and families with children a fixed place to go for watching performances and sharing enjoyment with others. 

Through the policies mentioned above, I think the government tries to improve the cultural environment for both artists and art groups, which encourages them to create better and more inventive productions.  These activities allow a normally inward looking curriculum to make links with the real world of contemporary society.  This situation is good for education reform in the arts.  Although theatre people, communities, and parents should support the new curriculum, they must have confidence in understanding the meaning and the strategy of teaching certain subjects through drama and theatre and how drama and theatre can exist as stand-alone activities.

Applied Drama in Taiwan
Applied Drama was introduced to Taiwan relatively recently.  Applied Drama has application in a variety of social contexts in which change is attempted using the drama as a catalyst.  Somers describes Applied Drama as ‘drama which has a job to do’ (keynote speech Oct. 2007).  There are many labels of Applied Drama work which currently exist are: Playback Theatre, Drama in Education, Theatre in Education, Creative Drama, Process Drama, Development for Theatre, War Theatre and Community Theatre etc.  I brief describe some of them executing in Taiwan nowadays.
Theatre in Education - The National Theatre arranged the first TIE workshop in 

1993, but it did not attract much attention.  The TIE programmes gained 

people’s attention after 1998 when the MOE announced the process of 

educational reform.

Tainaner Ensemble was the first theatre company to carry out a TIE programme.  This was directed by Rei-fung Hsu who had worked with the Greenwich and Lewisham’s Young Peoples Theatre (GYPT) for six months in 1996, and she invited GYPT to hold a TIE workshop in 1998 in Taiwan.  She directed TIE programmes in 1999, 2001, 2002, and 2004, after which Tainaner Ensemble did not produce any more TIE.

The other main source of TIE programmes and training workshops is the Cross Border Cultural & Educational Foundation.  I have been the main person in charge.  Chiao Chung, the artistic director of Assignment Theatre Group, and I cooperated to carry out certain projects.  For example,

  (July 2001 - held the ‘2001International Conference on Drama, Theatre and Education’.

  (July 2002 - invited John Somers to hold a ten-day workshop on DIE for schoolteachers and TIE for theatre people.

  (From 2003 to 2007 - there were 6 different TIE programmes, and target audiences were junior and senior high schools students, university, and community university students.  

  (October 2007 – held an advanced TIE training workshop.

The Department of Drama Creation and Application in National University of 

Tainan also took TIE programmes into junior and senior high school, but this is 

not a regular arrangement.
Drama in Education - After the educational reform, DIE played the largest role within in-service training programmes for teachers.  National Taiwan University of Arts, National University of Tainan, and Taipei National University of Arts held regular training programmes; non-government organization and theatre companies would hold short-term workshops depending on the availability of funding.  Occasionally, these institutions cooperated to organise conferences and symposia which were influential in spreading knowledge of Applied Drama theory and practice. 

For example, the Cross Border Cultural & Educational Foundation hosted the ‘2001 International Conference on Drama, Theatre and Education’ which included keynote speeches, symposiums and workshops.  It was attended by people from Britain, Australia, Hong Kong, the Philippines, Japan, and Taiwan.  At the ‘2001 Children’s Theatre Promotion Projects---Drama in Education’ conference, there were children’s theatre performances from foreign and domestic companies, keynote speeches, and workshops on ‘DIE’ for high school teachers.

If Children Theatre has regular training programmes on the DIE methods.  The trainees pay no fees to attend these sessions but, in return, they are required to lead workshops for the theatre company with no fee.  
Playback Theatre - There is one group having regular performances, that is, Nearer Playback Theatre, founded in 2004.  But there were some non-profit organizations arranging Playback workshops on an irregular basis.    

Community Theatre - If Community Theatre is defined as theatre made for the community, using community stories and carried out by community members, community theatre began in 1999.  Shu-ya Lai set up ‘The Centre for Applied Theatre, Taiwan’ (CATT) in 2006; she organized workshops, and invited a range of people to provide courses to train members of the public to go back into the community and set up their own community theatre.  The other influential factor for community theatre is the CCA’s policy on ‘The Plan of Community Development’ which encourages people to find local stories and to develop their local community characteristics.

In line with their educational and cultural policies, the government has supported and funded several events as mentioned above.

A New Place for Drama in Compulsory Education
Once again, we must recognise that the Government has created precious opportunities for us to introduce performing arts and drama, in various forms, into compulsory education.  

Taiwanese society confronts diverse changes and challenges, many due to unalterable, external influences - for example, the economic situation, global issues, political problems and the growing rate of suicide. It should think of new ways to face the developing situation and these new methods will demand personnel training, and changed educational methods.  Sometimes we need to abolish the conventional teaching methods, when they are no longer suitable for the contemporary society, whilst at other times we just need to modify a part of the system, retaining that which is still functional and valuable.  When the old paradigm does not suit the needs of contemporary society, then a new paradigm will emerge, but it does not appear automatically, it should be created anew and it is important that the conditions are created in which this can happen. 

During the years during which I worked with these teachers, I came to understand their situation.  And during that time I went back and forth to Exeter studying Applied Drama, and observed a range of different ‘TIE’ programmes which were very precious examples for me to gain insight into creating my own TIE programmes or drama teaching approaches.  I had developed a very small-scale ‘TIE’ programme with teachers in the teachers’ workshops on the issue of ‘228 Historical Event’
.  A teacher acted as facilitator to introduce the programme, a 20 minute performance element, and then the facilitator led drama activities including in-role hot seating and forum theatre in which actors were replaced by other teachers/audience members who thought the situation depicted should be changed.  Afterwards, we had group discussion on both the historical issue itself and the strategy of the TIE programme.  A teacher said that she never thought we could teach the topic of history through theatre, not go to theatre simply to watch a performance, but experience it through an action process.  It was an amazing experience and a totally different approach for that teacher, who taught history in a traditional way, teaching students what happened in history through the use of text books.
In fact, the training programme requires long-term planning, all the teachers in-service training programme provided temporary solutions only, and do not really deal with the problem.  In reality, there are so many courses and so much content to teach that schoolteachers cannot spend much time integrating drama in their teaching.  One reason is the pressure of time, the other is they are not so familiar with drama approaches.  Nevertheless, some of schoolteachers spend time on drama; even using it only once or twice in the whole semester however, they still think that its use is worthwhile.      

Can drama or theatre teach?  In Taiwan, there is a strong ideology which regards drama and theatre as merely an activity to entertain people.  Generally, society does not regard working in theatre as a proper profession.  Using ‘theatre’ to teach, not to act is an amazing thing.  Of course, theatre can be an art form, but it can also be developed to have an applied function; in the same way, applied theatre is still under the name of theatre, it is an art work.  
Why and how do we use theatre as an applied activity in school?  Because it relates to the body, the object, the time and the space, during the time the individual will becomes actively involved - alone or in a group.  One cannot help but communicate with oneself and other people, i.e. no one can escape from the activities.  They will gradually relax during the improvised warm-up to subsequently engage in serious role-play.  Role playing and role exchanging involve language, which is related with consciousness and the dialectic process, all within an emerging story, which requires a blend of logical and emotional responses.  The interactive teaching approach encourages students to think, to adopt an active attitude, not to accept the role of passive receiver.  

Group interaction provides students with the experiences that they need in order to realize that they can learn from one another.  Only by diffusing authority along horizontal lines will students be able to share and appreciate the importance of learning collectively.  Crucial to such a process is the element of dialogue.  Through group dialogue, the norms of cooperation and sociability offset the traditional hidden curriculum’s emphasis on competition and excessive individualism.  In addition, the process of group instruction provides students with the opportunity for experiencing, rather than simply hearing about, the dynamics of participatory democracy. 

(Giroux, 1988: 39)

Conclusion

Drama in the curriculum is a pioneering work in itself.  It will involve and influence many aspects of class order management, teaching effects, and teachers’ ability in drama teaching, no matter whether it is primarily used as an art form, or as a teaching medium.  This could include, for example, changes in the school culture owing to the dynamic influence of drama activities, or by providing new stimulation for arts education in the curriculum.  But, in the overlapping time between the new and the old education system, do we have enough time to think about how to coordinate and manage this shift?  This is also an aspect of reform - the generation and solving of the inevitable problems which are generated by change.  

The ERA revealed that the old paradigm should be jettisoned, and a new one developed to replace it.  The conception of integrated teaching strategies should be substituted for the subject-based teaching and learning.  Obviously, no matter what pedagogies are used in school, the teachers integrated the subject courses with drama, or a TIE programme from outside the school interacting with the students in the school, the new approaches gradually demolish the traditional ideology of school teaching.  Using drama and theatre to teach a subject matter challenges, firstly, the teachers’ authority and the idea of ‘the teacher is the indispensable expert’ (Giroux, 1988: 40), secondly, one-way teaching and learning methods and thirdly, a passive attitude to students’ learning.  But, what is the new paradigm, which is the most productive one for student learning?  From my empirical research, I try to understand better the philosophy of TIE, an approach which can provide a new learning paradigm for the school.  This will be discussed in the next chapters.   

Endnote

Part II  Taiwan TIE Case Studies

Chapter 3  Paradigm Shifting
 --- Correlation and Interaction 

between School Culture and Outside Theatre Workers 

1  Introduction: Association school culture and outside theatre workers 

The school is one constituent of society; in Taiwan the structure of our authority is quite clear - if the educational establishment is in the public sphere, then national policy dictates its philosophy, and in recent years educational reform has become the status quo. Taiwanese governance seems to be democracy - we elect our Civil Representatives and our President, but the policy is still very authoritarian with ideology imposed from the top.  For example, the Ministry of Education still has the highest guidance structures for school textbook content. The content seems to suit preparation for a commercial society and acknowledging the market's demands, creating a bourgeois culture. Political ideology also influences aspects of curriculum content, especially in the history curriculum.  For example, the DPP has been in power since 2000, and the history curriculum is oriented towards a Taiwanese consciousness, whilst the KMT which now forms the opposition is rooted in a more generic Chinese consciousness.  These ideological standpoints obstruct the creation of a curriculum which has at its core the search for fundamental knowledge through the teaching and learning of moral tenets, values and personal judgement. There is a need to encourage students – eventual adult citizens - to think independently, to be emancipated. 

Most schools still follow the traditional education system, which is fixed by national regulation.  The school culture is quite fixed; even though teachers have their own teaching plans, most of them typically teach in conventional ways, i.e. their teaching accords to textbook content and teachers' guide books. Nevertheless, the world changes, and this should demand that the curriculum content is adapted to keep pace – new topics may need to be included in existing subject studies, and completely new subjects may need to be introduced to the curriculum. If school teachers continue to use conventional pedagogy in approaches to the teaching of new topics, they may be failed. Can we in Taiwan contemplate the learning conditions being gradually changed from a 'monologue' to a 'dialogue' (Boal, 1996), and can we transform students' learning attitudes from passive answering to active questioning? 

I have written earlier about education reform in Taiwan.  The aspect of reform most germane to this research is the introduction of the 'performing arts' into the national curriculum in 1998. It is too early to make a final judgement about the outcomes of this reform, but this policy change allowed schools to welcome theatre workers, theatre groups or related activities from outside the school.  For example, I have created TIE programmes and taken them into schools since 2003, and in this chapter I take one case from this work to argue whether TIE has the possibility to become a new teaching paradigm, founded in critical pedagogy, allowing the emergence of a new working model involving the creative collision of students, teachers, parents, and outside theatre workers. 

2  The TIE Model

The TIE model which I have used is based on John Somers’ instruction.  The process of making an TIE Programme is as follows,

TOPIC

First decide on the topic. The may be done in co-operation with profession/people who will have a need to use this form of theatre to raise sensitive topics.

TARGET AUDIENCE     

Decide on target audience. Who do you want to change?

AIMS                     

Identify the aims of the programme－what job are you expecting it to do?
RESEARCH                                   

Do extensive research on the topic and in particular, explore the relationship between the target audience and issues within the topic. Don’t forget to consult those who are experts by profession and others who are experts by experience (i.e. talk to drug addiction counselors, but also to addicts themselves.

IDENTIFY ISSUES                           

Identify the issues contained in the topic.

FOCUS ON, SAY, FIVE OR SIX MAIN ISSUES     

Focus on the most important issues. The story will collapse under the weight of too many issues.
EMBED THESE ISSUES IN A STORY    

The issues must now be embedded in a story which ends in a crisis.

DRAMATURGY TO MAKE A PERFORMED STORY (the performance element) 

The written story must now be transformed into a performed story.

COMPOUND STIMULUS                                 

The other aspects of the programme must be added the performance element. This orientates the audience towards the story so that they can connect with it during the delivery of the programme.

INTERACTIVITY                                            

This element enables the audience to become involved in the story－to exercise their sense of care for protagonist and maybe others in the story.

IMMEDIATE INFORMATION                      

This is given (help card, advice on who to consult) to enable those who have been affected by the programme to seek immediate help, advice and support.

FOLLOW-UP                                      

An educational pack which extends engagement of audience members, offers more sophisticated advice and support and, in addition to exploring the performed story, opens the topic out to look at its wider implications.

EVALUATION           

This allows the theatre workers to discover if the Interactive Theatre did the job that was intended. The evaluation should aim to show how effectively and to what extent the programme reached its aims.

I take this procedure for my base to make me become more familiar with the job.
3  The Case Study 

In Chapter 1 I identified six basic tenets of TIE and I will now use them to interpret the case I will focus on.  This was a three year research project in co-operation with a primary school teacher, Shu-ming Chang, in the Taipei He-te Primary School from September 2003 to June 2006. Although this project is finished, the parents' TIE team is still active. We call it "Story-telling Mama TIE Group". 

Background 

Shu-ming Chang and I conducted an action research co-project for three years between September 2003 and June 2006, funded by the National Foundation of Culture and Arts. The aims of this project were to discover whether, by using drama and theatre as an agent integrated into the teaching site, it will influence the following four issues: 

1. Improving students’ learning conditions; 

2. Reinforcing teachers' motivation; 

3. Deepening parents' participation in public affairs (these parents are in a story-telling group); 

4. Integrating social resources into school. 

The first year of the initiative was a resting time as we strove to find better ways to work together.  We had to deal with issues such as the new relationship between school and an external group, confronting matters concerned with how the school administration might support this group, for example. I organized the work into three parts: 

1. 'Drama in Education' workshops for school teachers, led by people expert in this field; 

2. A weekly, two-hour 'Drama Club' on Wednesday afternoon for the school children who wanted to take part in drama activities after school.  (Wednesday, is a half day in Taiwanese schools); 

3. Shu-ming’s class teaching which provided the main focus of this study.  She integrated drama approaches into different subject matter across the curriculum. Following discussion we chose two courses a week for one year.  I attended those classes and arranged for two assistants to act as observers.  They recorded their observations in a diary and took photographs. The task for the first year was to map and establish fundamental procedures and approaches for the next two years. 

The second and the third years were envisaged as a unified project, i.e. Shu-ming was the leading teacher for a class of 27 students over two years. She taught them throughout the fifth grade and maintained that contact in the sixth grade until they graduated from primary school. In the second year therefore we focused on Shu-ming’s class.  We also tried to set up the parents TIE team, but it was not successful until the third year. 

The third year, September 2005 to June 2006, this project finally links three communities, the first is the community of the school including students, teachers, and administrators; the second is the community of parents from two districts; the third is theatre workers from outside the school. In the third year, Shu-ming maintained her input and in this year the parents' TIE team is successfully established.  It involved around 16 adults, two males and the remainder females.  They will become ‘parent actor-teachers’. I am responsible for their training; we have a weekly three-hour workshop for two semesters - 24 weeks in all.  I have an assistant, Jia-ling Hsieh, helping me during the workshop.  She also took photographs and videoed the process. During the TIE programme interactions with the class, there were 3 parents acting as observers and completing observation forms. 

As the librarian of the school, Hsieh-chin Lai, one of parents, provided some space in the library for us to do the workshops and the TIE programme; we propose she be the leading organiser to help keep this group together. She is such an enthusiastic person, and her influence was invaluable in maintaining the group’s meetings. 

Shu-ming, the parents’ TIE team, Jia-ling, and I discuss what topics we want to cover with the children, and what crucial, contemporary issues students are confronted by.  We chose to cover two topics; in the first semester the topic would be ‘On-line Games’, considering aspects such as self-management of on-line net-gaming, family and peer relations; the topic for the second semester was ‘sex relations’.  This would involve emotion management issues, because the young people generally are not skilled in dealing with friends of the opposite sex. It also involves issues concerning self-injury and punishment of others. Therefore, we think this topic involves aspects of emotional control and peer relations. We do a TIE programme for each semester in He-te, and tour to another Hua-jian Primary School in another district, but still in Taipei. 
We did not interview or discuss with children about their problems, but we focused on the process of TIE programme, in which children started to study issues from the performance elements, and to review and think how to deal with problems by themselves.  Just like Freire states that ‘the investigation of thematics involves the investigation of the people’s thinking---thinking which occurs only in and among people together seeking out reality’ (Freire, 1970:108).
This chapter especially focuses on the parents' TIE team. 

TIE workshop for parents 

	  week
	    Course content for the first semester

	    1  
	Drama, Theatre, and Education. Research and discuss what literature we have about the topic ‘On-line Games’

	    2
	Briefing on TIE development in Britain, it lets parents know how other TIE programmes running

	    3
	Workshop 1: body movement by one, by pair, and by groups

	    4
	Workshop 2: body and emotion with mime and with dialogue

	    5 
	Workshop 3: object drama and theatre

	    6
	Workshop 4: role taking and role play in improvisation

	    7
	Workshop 5: watching a DVD of a TIE programme.  Explanation of actor-teacher’s role and function


	    8 
	Workshop 6: devise the TIE Programme’ s structure and content: improvising the story and developing it into a performance element for the TIE programme

	    9
	Workshop 7: discussing and developing the TIE programme: rehearsing the performance element, compound stimulus, the music, the props, the costume, and the follow-up preparation

	10
	Workshop 8: rehearsing the TIE programme and organising the interactivity - hot-seating, for example

	11
	Workshop 9: rehearsing the TIE programme and discussion

	12
	TIE programme “On-line Games” into the class

	
	

	  week
	    Course content for the second semester

	    1  
	Review the DVD on ‘On-line Games’

	    2
	Briefing on theatre art, theatre architecture, theatre space, alternative theatre etc. Research and discuss what literature we have about the topic “Sex Relations”

	    3
	Theatre and society

	    4
	Workshop 1: Research and discuss

	    5 
	Workshop 2: improvisation and role play in situation

	    6
	Workshop 3: improvisation and role play in situation

	    7
	Workshop 4: devise the TIE Programme: improvising the story and developing the performance scenario of TIE programme

	    8 
	Workshop 5: discussing and developing the TIE Programme: improvising the story and developing into performing scenario of TIE programme

	    9
	Workshop 6: discussing and developing the TIE programme: rehearsing the performance element, compound stimulus, the music, the props, the costume, and the follow-up 

	10
	Workshop 7:rehearsing the TIE programme and discussing

	11
	Workshop 8: rehearsing the TIE programme and discussing

	12
	TIE programme ‘Sex Relations’ into the class


TIE programme on “On-line Games” 

Teaching Issue: Surfing the Net or issues arising from network gaming 

Target Audience: 27 primary students, age around 12-13.

Teaching Time: 120 minutes 

Teaching Aims: 1. How to manage their time schedule

 2. Encouraging students to realise the practicability and function of the computer internet work and to develop critical attitudes 

3. To foster students self-judgment in wallowing in surfing the Net, and to develop proper behaviour towards using on-line games

Outline of the story: Gan-hwa Chang, a sixth grade primary school student, arrives home late at night.  His parents and elder sister, Yi-yi, wait at home anxiously.  They make desperate calls to his classmates and class teacher; Yi-yi finds that 500 yuan
 are missing from her wallet.  The teacher comes to their home and explains Gan-Hwa’s recent behaviour.  They discuss anxiously about, “What is happening to him?” and “Where has he gone?”

Characters: Gan-hwa Chang, his elder sister “Yi-yi”, his parents, class teacher, students, guests in the Internet Café, and facilitator.

Compound Stimulus: A school bag containing a notebook, a map of Taipei City, a pencil box which contains on-line cards, notes from classmates, and pencils, PC home magazine, and school test records. 

Scenario: (without dialogue) 

Scene 1

Setting: outside the classroom 

Characters: students and Gan-hwa Chang are talking about on-line gaming and competition

Time: dismiss the class 

Situation: Gan-hwa Chang is showing off his marvellous skill in on-line games

Scene 2

Setting: in the classroom 

Characters: class teacher, students, Gan-hwa Chang is one of them

Time: in class 

Situation: the course is boring.  Students pass and throw notes to each other, and Gan-hwa is caught by the teacher reading a PC home
 magazine 

Scene 3

Setting: the living room of Chang’s family and Gan-hwa’s bedroom

Characters: Gan-hwa and his mother, 

Time: at night

Situation: Gan-hwa is playing an on-line game with his friends which they play simultaneously using mobile phones to discuss strategies and decisions within the game.  Suddenly, his mother enters and nags him about the untidiness of his dirty room; Gan-hwa loses patience, and quarrels with his mother.

Scene 4

Setting: Internet Café
 

Characters: 5 guests including Gan-hwa 

Time: after 19:00PM

Situation: Gan-hwa left home and goes to Internet Café

Scene 5

Setting: The Chang family’s living room 

Characters: Parents, Yi-yi, class teacher

Time: 23:00PM

Situation: Gan-hwa has not gone home, his parents and sister are waiting anxiously, they call everyone desperately; afterward his sister, Yi-yi finds 500Yuan missing from her wallet.  The class teacher arrives at his home, and tells his parents about Gan-hwa’s behaviour in school.

Scene 6---This scene is flash back

Setting: The Chang family’s living room

Characters: Gan-hwa and his sister, Yi-yi

Time: Around 18:00PM

Situation: The parents are not at home, and they ask Yi-yi to buy dinner and to ensure Gan-hwa does his homework.  But Gan-hwa does not care about his sister; he plays on-line games all the time.  Yi-yi scolds him repeatedly; Gan-hwa shouts at her and runs out.

Scene 7

Setting: The Chang family’s living room

Characters: Parents, Yi-yi, class teacher

Time: at 24:00AM

Situation: Gan-hwa has not returned home and the family is desperate.

We divided the rectangular space we use for TIE into two areas - one is for TIE acting area, and the other is for students.  Afterwards we use the whole space for activities such as small group discussion and forum theatre.  The setting, therefore, is very simple.  We use tables and chairs for scenes, and when not on stage, the actors sit in two rows either side of the acting area, quite visible to the audience.  The whole story is depicted in front of the students rather like the illustrations in a ‘picture book’.  Why do I use this term ‘picture book’?  I take the TIE programme as a whole production which is performed in an open space, i.e. student centre, or dance studio.  There is an invisible frame in which the story is happening in front of children.  And, it is as though the facilitator turns its pages for the student audience.

This is the first time these parents have been involved in a TIE programme, so we make a flowchart to provide organisational security.  The procedure is as follows: 

	No.
	 Work
	 Time

	 1
	Arranging the space for the programme, moving library chairs and tables, and setting our props and furniture, amplifier, projector, screen and positioning our observers etc.
	

	 2
	TIE team sit down on set chairs at stage side
	

	 3
	Students come in; the facilitator leads them to sit down
	 5 minutes

	 4
	The facilitator starts the programme
	5 minutes 

	 5
	Sharing the compound stimulus
	5 minutes

	 6
	Watching the performance element
	35 minutes

	 7
	Hot seating the characters in role
	15 minutes

	 8
	4 small group discussions led by actor-teachers who are still in role.  They facilitate students to discus issues from the performance text without dictating emerging discussion.
	 15 minutes

	 9
	Using forum theatre strategies, student’s role play scenes which they can change them into ideal situation by their thought and action. 
	 20 minutes

	 10
	Everyone writes a letter to a chosen character that contains suggestions and encouragement. 
	 10 minutes

	 11
	Some letters are read out and their content shared.
	5 minutes

	 12
	Facilitator gives comments and introduces each actor as themselves.
	5 minutes

	  1. To meet in the library one and half hours earlier before the TIE starts.

  2. Dress appropriately for the scene.

  3. Remember, the actor-teacher should lead students to think; the best approach is to pose open questions.


I use the 6 tenets to review the process of the TIE programme.

1. Research and development tenet.  We decide the topics through meetings, the first semester we focused on ‘On-line Games’ because one of the parents says her son wants to buy an on-line game card, which is popular in his peer group; she does not agree; she can feel her son is upset, which leads her to ponder whether or not to buy the card.  

Another parent says her son is deeply involved in computer net-games, spending a great deal of time on it.  When she asks him to do something else, there is always an unpleasant argument; she does not know what she can do.  

Shu-ming says that children not only like to play on-line computer games, but also communicate with unknown people in internet chat rooms, so the most important thing is they need to develop self-management, by which they should learn how to manage their time schedule.  As a result of such conversations, we decide to focus on ‘On-line Games’.  Let children participate the TIE programme and interact within the programme, and they discover the way of self-management by themselves through the programme.
I give these parents assignments to find, read, gather and bring to the workshop all relevant materials they judge useful.  We also design a questionnaire for students, the results of which should let us know clearly about the situation of students using the computer including their purpose in using a computer, the time they spend, which games they play now, and which computer games they prefer most, for instance.  

We find that the topic links with many different issues, for example: government educational policy, economic issues, family issues, peer pressure.  We have articles from counselling journals, children’s magazines, technical computer internet games magazines and some books on the sub-culture of the young generation.  We have a long discussion, exchange experience, and choose to analyse deeply some articles which these parents find interesting and of value.  They work hard to study magazines on computer games to become familiar with the games, their language, levels and contexts.  We make final decisions to concentrate on family and peers issues.  

One adult remarks that she has experienced self-growth during the research process and other parents agree with her.  Especially when they exchange ideas dialectically, it stimulates them to reflect on their life and to think about the choices and decisions they have made.  They try to take action to improve their life circumstance.  The mother, who does not permit her son to buy the on-line game card, tells us that she accompanied her son to buy the game, plays it with her son, and even discusses the levels with him.  She finds that their relationship has gradually become closer.

2. Political consciousness tenet.  The two programmes we made involve social issues.  Access to the internet is very convenient, and there are computer courses in primary schools.  But, do we have any restriction or classification law, indicating, for example which content is not suitable for children under twelve.  There are so many Internet Cafés providing public use; do they have any restrictions for young people - the age at which a young person is entitled to use an Internet Café, for example?  These parents discuss these issues and search out resources which inform them further.

3. Theatre arts tenet.  These parents sometimes watch theatre performances, but not often.  When I work with parents during the workshop, they really do not know very much about theatre.  So initially, I try to use simple ways to explain theatre using pictures and DVDs, for example.  But by the second semester they had made great progress.  I then try to explain the term ‘theatre semiotics’ to them. O’ Sullivan defines it as ‘the physical form as perceived by our sense’ (1994: 285).  From my theatre career I define four kinds of theatrical signs:
  ( Language signs involving text, speech, and vocal, sound
  ( Acting signs covering body, action, mask, and space
  ( Scenography signs comprising sets, lighting, costume, and space

( Audio signs covering music, sound-effects 

‘A sign has three essential characteristics: it must have a physical form, it must refer to something other than itself, and it must be used and recognized by people as a sign’ (O’ Sullivan, Ibid: 284).  As Richard Courtney says ‘Signs are univocal’ (1990: 109).  We discuss these signs’ axioms and then we embed parts of them into our TIE performance, which allows us to use an ‘as if’ imagination.  As a result, they get to know more about theatre arts.

In this form of Interactive Theatre, the performance element is a carefully constructed art form; the facilitator takes the initiative when the short performance climaxes in an open ending.  Susanne K. Langer (1953) writes about ‘Semblance’, which strikes me as a reflection on the performance element:

All forms in art, then, are abstracted forms; their content is only a semblance, a pure appearance, whose function is to make them, too, apparent---more freely and wholly apparent than they could be if they were exemplified in a context of real circumstance and anxious interest.

 (Langer, 1953: 50)
For instance, at the end of the performance, parent actor-teachers freeze in character still images to represent the relationships between them; the facilitator, Yang Ma-ma, walks slowly between each character in different directions, then stops in front of students and poses questions to them.  At that moment, she uses a unique characteristic theatre method as a sign to create theatricality.
Although they are not professional actors, their authentic attitudes in presenting themselves increase the quality of the acting and the performance, which firmly engages the students’ attention and interest.

From students’ evaluation, they believe those characters in role.  When we divide the class into four small groups, during the group discussion, a student even asks “Are you the real person?”  Our character is smiling at him without answering at that time.  Because the focus of this programme is to educate students to find out reasons of problem and problem-solving.
4. Identity tenet.  Empathy is a way to identity; the compound stimulus and the detailed story are both a means to generate empathy. 

The processes of the TIE programme provide opportunities for students to reflect upon the performance they have seen, and to become familiar and identify with the characters and their influences on the life events shown.  We use the story which they hypothesise from the compound stimulus as bait to excite curiosity.  If students are curious about something, they will be eager to understand it better, discover its secrets and help those involved to discover answers, or at least positive ways forward.  If the TIE programme generates empathy, students identify with the people in the situation depicted in the story, then ask themselves ‘If I were her/him, what would I do to resolve that conflict, and how?’

The content of the story can differ greatly, and comes from a variety of sources in the world around us.  As Courtney indicates:

We create a dramatic world that provides a valid perspective on the actual world.  The dramatic world expresses what players cognitively know, believe, and understand of the actual world.

 (Courtney, 1990: 50)
The interrelationship and interaction within the process can be implemented in different ways.

TIE programme’s merit is a good process of education not only for students, but also for parents.  They have a new experience and understanding of the culture of the younger generation through the research and situated role playing they are involved in.  This makes a new inter-dynamic dialogue with other adults and with children.  In coming to understand others, the individual understands him/herself better.

5. Interactional, cooperative, and dialectical tenet.  Owing to the influence of social interaction and the cultural context, the choice of issues or material for TIE must be relevant to students’ experience, whether it is in national history or his own life experiences, which are the familiar sources of the self.  The TIE methods are multi-dimensional, inclusive of many participants who have different background and culture.  When they work together, the fusion of their efforts contributes to the making of a new culture, or at least the modification of the existing one.  This is supported by Vygotsky’s socio-cultural theory of learning which emphasises that human intelligence originates in our society or culture, and individual cognitive gain occurs first through interpersonal use (interpsychological) then intrapersonal function (intrapsychological).

There are two aspects in relation to this tenet; one is in the parents’ group, - when we start doing TIE, we are in the situation of interaction, cooperation and dialogue with each other.  The other is in the process of the TIE programme; we communicate and have dialogue with children.  

This phenomenon starts in the beginning, when students come to explore objects of compound stimulus, to watch the performance, to hot-seat those characters in role, to discuss the dilemma in context, and to role play within the story context themselves; they interact with others and contribute their ideas, listen to others’ ideas, give everyone a chance to comment, and use consensus to settle disputes.  More than this they not only have dialogue with characters, but also, internally with themselves.  
As Lave (1991) states, learning is a function of the activity, context and culture in which it occurs.  The TIE experience I deal with here contrasts with most classroom learning in Taiwan which is typically abstract and decontextualised.  A TIE programme can apply situated learning approaches which are spontaneous, happen simultaneously, and are created by students. 

6. Social learning tenet.  

TIE is not temporary intervention.  It should be extended to operate after the actors’ contribution has ended.  Therefore, we prepare some immediate information for students, where they can find information or support within society – help line numbers, for example.  This information may also potentially be useful to parents. The follow-up pack is for the use of the class teacher.  She can use parts of this material to widen students’ understanding of the wider picture and related issues, and as a means of encouraging opportunities for dialogue.

4  When TIE Meets Critical Pedagogy

As for the characteristics of critical pedagogy, I have written about them in the chapter of Introduction, page 23, and now I take them as a lens for my argumentation.  This review is not only for children but also the other participants, i.e. “parents actor-teacher”, class teacher Shu-ming, my assistant Jia-ling, and me, that means in this project all these different people were involved in learning.  

1. interdisciplinary in nature.  The nine-year integrated curriculum is

based on the notion of an integrated course, which means there is a core course to integrate other subjects.  This seldom happens in the reality of the teaching site as, due to Government policy, the school still needs to use approved text books.  There is a requirement for planning courses over a twenty-week semester, during which teachers should finish teaching the whole textbook content within 18 weeks, leaving two weeks for examinations.  Most teachers adhere to conventional teaching methods which equate student learning with an ability to recall facts about a topic. The time is fixed, the textbook is provided – and mandatory - and teachers have no room for manoeuvre.

But TIE, involving a productive fusion of ‘theatre’ and ‘education’ works on another model of learning.  Both elements of TIE relate to social science and additionally to philosophy.

TIE uses theatre arts to present different issues or dilemma, bullying, gender, race, and peer group pressure, for instance.  

In the U.K., there is a website:

www.teachernet.gov.uk/teachingandlearning/library/theatreineducation/tieresources, where we can view the many topics and issues on which different TIE companies have created programmes for school needs.

In the ‘On-line Games’ programme, it talks about the issue of on-line games, but it involves issues covering school education, and family education, different culture, and government policies.  During the research and development, 

    Su Mama
: I never know on-line again is so violent scene, and there is business trade
 for exchanging treasures in the game from each other.  This seems a fashion trend to play on-line game, what can we do? Will teacher teach them how to select games?

    Shu-ming: I know some of my students they play on-line games for one and half hours per day at home don’t need to go to an internet cafe.  Because their parents both are busy earning money, they cannot help.  I think the children were influenced by the computer, because they use symbol image to take place the formal words so that they always write wrong words, but looks like correct ones.

This is first time for the parents, even the class teacher Shu-ming and me to get so close to observe children’s culture, which is influenced by the adult culture because on-line games are designed by commercial companies.  On-line games belong to the unfamiliar (for us) field of computer technologies.  We buy magazines to read and invite experts who know these games to explain clearly to us.

And, from those research materials, parents get some key points.  Firstly, family relations and education are key factors in affecting children’s personality; second, the adults must change their attitude from severe to a more open approach to enable them to engage in dialogue with each other.  Each family has a different culture, e.g. they have different customs, a different manner to treat the child, different developmental background, and different ways of using language to express their thoughts. We interchange ideas in brainstorming that makes every one rethink apparently known aspects of family life from different angles.  Every time we meet to develop the programme, we have a plethora of new ideas.

The issue is on-line games, but it touches on various interesting and related issues during the development process.  I find ‘language’ is an essential and crucial point to assemble words and to create meanings.  Certainly, it is not the purpose of my research, but I would like to use some experts’ findings for my references.  For example, when Bruner writes on Vygotsky, he states:

    To Vygotsky we owe a special debt for elucidating some of the major relations between language, thought, and socialization. His basic view, recall, was that conceptual learning was a collaborative enterprise involving an adult who enters into dialogue with the child in a fashion that provides the child with hints and props that allow him to begin a new climb guiding the child in next steps before the child is capable of appreciating their significance on his own. It is the “loan of consciousness” that gets the child through the zone of proximal development.

                                                          (Bruner, 1986: 132)

Although this focuses on children learning, actually it happens in every learning situation whether involving children or adults.  There is a zone of proximal development in which people become more capable during interactivity among the group, and the scope of the subject is cross-topic.

2. the concept of cultural politics, link to ideologies shaped by power, politics,
history and culture.  As I describe in Chapter 2, teachers must use textbooks in Taiwan, and plan the achievement schedule.  Especially when students go into the third year of junior high school, they must take national examinations for entering the senior high school.  The textbook content is the benchmark for testing, which results in teachers having fixed scope to teach, and students a fixed range to prepare.  All the textbook content is chosen by experts; who are these experts? How do they come to affect government policy?  

A liberal view might hold that, if we look at the policy structure of a capitalist government, its policy making tends to benefit the bourgeoisie.  Experts consulted include the corporate world, obedient intellectuals, for example.    Teachers and students have no input; yet they are the recipients of the resultant curriculum.  For example, the textbook is published by the private publisher, who invited a professor from a university to be the chief editor who organizes the editing board, and it happened that parts of the content did not fit for the children.  

The cultural politics of the traditional curriculum is therefore defined to a large extent by the capitalist system, which results in school education, social education, and professional training having an orientation toward the mainstream philosophy governed by capital and a market-led society.  The curriculum ‘has been forged in a language and set of assumptions shaped by the politics, institutional pressures, and policies that have dominated this historical era’ (Giroux, 1997: 254).

Schools claim that they are politically and strategically neutral and this leads to a lack of awareness of their own stance to ask or fight for their educational desires and needs.  Even when they complain about policies which are seen as detrimental to schools, teachers or students, they usually just accept and accommodate policy after they have met with government.  This is a form of cultural hegemony which is directed by unequal moral and intellectual persuasion rather than by the police, the military, or the coercive power of the law (Entwistle 1979), and this is more harmful to the true establishment of a democratic society.  This is a ‘silent’ culture of the status quo; students and the public receive data, information, and knowledge unconsciously and naturally without explicit awareness.  Giroux studies a language of possibility on schooling for democracy, he remarks that:

learning approximates to a practice mediated by strong teacher authority and a student willing-ness to learn the basic, adjust to the imperatives of the social and economic order, and exhibit what Edward A. Wynne calls the traditional moral aims of “promptness, truthfulness, courtesy, and obedience.
” What is most striking about …… schooling is its refusal to link the issue of authority to the rhetoric of freedom and democracy.                  

 (Giroux, 1989: 71-72)

There are lots of theories on counter-hegemony, authority, culture reproduction, and ideology in Taiwan, but it seems to have no influence on government policy. In the absence of deep debate, there is a tacit understanding in society that the examination system which pervades the education system is a fair way to make judgements about students’ potential and needs.  Under this prerequisite, the schools use standard text books to prepare for the National Joint Examination.  

If textbook – and therefore curriculum content is fixed, it can quickly become ‘dead knowledge’ per se if teachers do not infuse it with new meaning to cope with a real life, contemporary situation.  When students memorise this factual content for examination purposes, what purpose and relevance does that knowledge have in a rapidly changing society?

We cannot change the main subject matter of school, but we can take advantage of the hidden curriculum.  Although the performing arts curriculum is only allocated one hour each week, we can develop new teaching and learning models in interdisciplinary work with drama, music and visual art.  TIE can make a valuable contribution to this initiative.

During the TIE process, students consider what they think, and give suggestions they think will help the protagonist and other characters, e.g. in the hot-seating, the conversation between one student and the character of the mother went:

     Student A: You are too kind to help your child, you should be tougher.

     Mother: Are your parents severe to you? If they do not give you permission to play on-line games, will you like Gan-hwa quarrel with your parents?

Student B: My father gives me two hours to play but only on Saturday, I think it is ok with me.  If I really want to play during weekdays, I will ask him, and he will listen to my reason, we will communicate. 

Mother: I have talked with Gan-hwa, don’t you see that?

Student: But, you never listen to him, you are nagging.  You should have a time 
restriction rule, how long he can use the computer except for school 
assignments. You know, the spoiled child is not a dutiful one.

There are many such examples of students’ responses during the process, and we were amazed by their ability to speak out in sincere ways in a context which generally does require or even allow that.  They got information from the performance, and they absorbed and reshaped what they saw, and gave their interpretation and criticism.  That is why we try to establish an expectation that teaching should contain elements of open discussion and debate of, and re-representation of issues during the educational process so that students can construct their own ideology of culture.  Once students choose words and dialogues at that moment, they feel ‘like masters of their thinking by discussing the thinking and views of the world explicitly or implicitly manifest in their own suggestions and those of their comrades’ (Freire, 1970:124).
3. emancipatory.  ‘Emancipatory’ is synonymous with the word “free”.  The

‘free’ is not the physical externals like body, it should signify the internal mind, i.e. everyone should think freely and consciously.

Learner-centred education requires a more democratic organisation of the learning process, a process in which the learner becomes an active agent and partner in the learning.  Every one has a contribution to make and classroom conditions need to be created in which the sharing of those offerings is possible and encouraged.

In the ‘2001 International Conference on Drama, Theatre and Education’, Somers (2001) was invited as one of the keynote speakers and showed in the following diagrams how traditional – teacher centred – teaching/learning methods compare to learner-centred approaches:
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Figure 1: Traditional Teacher Centred Teaching/learning Methods

In the traditional approach, the teacher is the conduit through which knowledge passes to the student.  The student does not have direct access to knowledge.
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Figure 2: Learner-centred Democratic Model 

In the democratic model, there is a dynamic relationship between knowledge, the student and the teacher.  In my TIE model in this school, parents join in the circle.  At different times, the involvement of the teacher and parents may be large or small, based on the student’s learning needs.  For significant periods, the student has direct access to knowledge.

This democratic model is essential to learning in TIE as it is necessary for the student to relate their real-life experience to the issues and people depicted in its story (Somers 2001).  
The phenomenon of emancipation happens not only in students, but also in parents.  I remember that they were very timid during the first class doing discussion; they were very quiet just listening to what I was saying.  When I asked them some questions, they giggled at me without answering; they were very shy in the first class of doing body movement, they did not know how to do it.  Jia-ling and I played various music - slow and fast rhythms - and just asked them to move freely with the rhythm, then played some games
.  I provided very simple activities at the beginning, gradually increasing the expectation as they became more confident.  Gradually they got better and better, and they became more open relaxed and friendly in attitude.  As the social process developed, they discussed things more; their voices and attitudes became more confident.

Until they experienced how the TIE programme ‘On-line Games’ interacts with students, they did not believe that they could fulfill what appeared to many of them as an impossible mission.  I can tell they are proud of what they have done, but they are humble enough to criticise the work in the review meeting after finishing the programme.

    Wu Papa: I can tell a story to children, but I don’t know I can act. Such a release, it is fun, I enjoy it, but the most important is I can communicate with children. You know, I am a serious father, everything should be routine. Today, these children teach me a lesson; ‘listen’ to your child.

    Lin Mama: me too, I am so afraid of acting in front of children, and sometimes I want to laugh during the performance without reason. I can do better next time. It is nice to talk about a moral issue without any doctrine to follow.

    Jia-ling: You totally change and your authentic acting persuades children you are the person.

    Chen Mama (she plays the protagonist, Gan-hwa): I am so nervous in the hot-seating, when a student asks me what level you are. Oh! My God! Then I answer quickly and calmly “30 level”. I think that I am in hell, if he asks more questions about the game, then I am dead.  But fortunately, the child admires me that I am great in “30 level”. 
    Yang Mama: I think all actor-teacher should be facilitator, not just me.    

            Because, when we act in the performance, we hold the key which 

            is very important, we want the children to learn from watching the 

            story.  Then, once an actor-teacher is hot-seated, he/she needs to 

            change being a facilitator, and pose questions through the role and  

            lead the children to express deeply.

    Together: It is a hard task, we like to try.

Emancipation for a person is possible, but opportunity for reflection and change 
is necessary for people to experience it.  These parents live in the circumstance 
of constraint and repression under the traditional rationality, and they maintain 
that attitude unconsciously, and take it for granted.  But, they act in different 
ways as a result of the TIE process; they understand they have the possibility to 
do everything if they want to try. 

4. teachers should be transformative intellectuals, questioning the fundamental categories of all disciplines. 

Generally speaking in Taiwan, each school has a parent committee, which manages affairs between students and school, sometimes involving government policy, so the parents’ community is another influential factor to the workings of the school.

For this project, I have mentioned that I will link the three communities together and cooperate with each other to make a different learning circumstance for students.  The three communities are the community of school including students, teachers, and administrators; the community of parents; the community of theatre workers from outside the school.
The parents in the TIE team were enrolled as ‘parent actor-teachers’, naturally involving them in the role of ‘reflective practitioners’ (Aronowitz, 1986: 24).  I also introduced the notion of ‘transformative intellectuals’, and I led them gradually to mould themselves into this role.  There are some reasons why this was possible: firstly, due to these parents not possessing the burden of an established educational culture ideology, they can devise a programme which mainly focuses on being helpful to students.  That means they:

… must take active responsibility for raising serious questions about what they teach, how they are to teach it, and what the larger goals are for which they are striving.  This means that they must take a responsible role in shaping the purposes and conditions of schooling. (Aronowitz, 1986: 31).  

And, this is the notion of the TIE programme, too.

Secondly, there are always issues about power and authority in a community.  The parent community is not an integral part of the school community.  They exist as a hidden element, but one which will have influence if they take action.

Giroux categorises intellectual as four different types:

1. transformative intellectuals; 

2. critical intellectuals;

3. accommodating intellectuals; 

4. hegemonic intellectuals
. 

He says that:

Central to the category of transformative intellectual is the necessity of making the pedagogical more political and the political more pedagogical’ (Giroux, 1988: 127).  

That is a goal for these parent actor-teachers.

When the parent TIE team is doing the research and development work, they brainstorm ‘what are we to teach, how will we teach it, and what are the larger goals for which we are striving?’.  

How are they to teach it?  They choose TIE as a pedagogic form which:

… treats students as critical agents; makes knowledge problematic; utilizes critical and affirming dialogue; and makes the case of struggling for a qualitatively better world for all people.  In part, this suggests that transformative intellectuals take seriously the need to give students an active voice in their learning experiences. (Ibid, 1988: 127).

Once the parent actor-teachers interacted with children, just like Bruner indicates, they tried to get the children to recognise that they can use their personal resources in their own learning.  This form of ‘discovery learning generally involves not so much the process of leading students to discover what is ‘out there’, but rather, their discovering what is in their own heads (Bruner, 1971: 72)’.  

This TIE programme’s teaching aims are to let students understand and realise: how to manage their time schedule; to know the practicability and function of the Internet; an awareness of the potential power of the Internet, and how it can influence people’s behaviour in both bad and good ways.  If these aims are realised, they should be able to understand how to make an informed judgement when they encounter such a situation.  

After discussion we decided to leave every part of the dramatic process open, and allow students to improvise.  We took advantage of the art form’s flexibility to facilitate individual cognitive growth, because each student has her/his own interpretation according to the personal context they bring to the programme.  Vygotsky points out that this unavoidable contextualisation frames and affects the learning process: ‘Any learning a child encounters in school always has a previous history’ (1978: 84).  This has implications for the teacher working with children who have different histories and cultures and who must learn together, a learning which inevitably employs many common processes.

Students discern the problem affecting the protagonist from the performance element, and they can rearrange and reinvent the situation according to their imagination and critical judgement, based on their societal and individual life experiences.  Meanwhile they are also inspired by other people, parents actor-teacher or peers, to re-examine their opinions and reconstruct their thoughts.  The process involves not:

… the isolated student but individuals and groups in their various cultural, class, racial, historical and gender settings, along with the particularity of their diverse problems, hopes, and dreams. (Giroux, 1988: 127-128)  

5. schools as democratic public sphere, restoration of a community of shared progressive values. 

Dewey defines a: ‘brief definition of a democracy, as “government of the people, for the people and by the people,” gives perhaps the best clue to what is involved in a democratic society’ (1915: 303-304).  In his discourse on ‘Democracy and Education’, he asserts:

The democracy which proclaims equality of opportunity as its ideal requires an education in which learning and social application, ideas and practice, work and recognition of the meaning of what is done, are united from the beginning and for all….. - are showing how the ideal of equal opportunity for all is to be transmuted into reality. (Ibid. 1915: 315-316)

‘Equal opportunity’ is an ideal which does not really exist in our real life.  It seems to be centred in moral education and our need to understand and share with other people in society.  It is difficul to teach by dogma, people say that example is better than precept, e.g. when parents meet together and discuss some issues, in which they share ideas and develop common understanding and approaches. 

Schools operate in a democratic public sphere; how we find and construct the necessary realm of subjectivity which allows the conscious mind to think independently.  In schools, teachers should reflect and speculate on how subjectivity is constructed and nurtured, so that they understand:

… how subjectivities are produced and regulated through historically produced social forms and how these forms carry and embody particular interest
 (Giroux, 1988: xxxv)

For example, the topic of the programme “On-line Games” is self-management, but it pulls out other issues such as family education and relations, life experience in school, and they use a performance to express the unequal situation between parents and child, teacher and student.  Students speak out and criticise the situation while they are in the hot-seating activity and group discussion.  Parent actor-teachers and students face these societal and historical issues together; they investigate issues arising from the performance text, and communicate and interact in equal dialogue with each other to discern the facts.  These discourses are constructed by parents and students truthfully, leading to the honest sharing of values among them.

6. public mission of making society more democratic, fostering of a common public discourse linked to the democratic imperatives of equality and social justice
This trait reinforces the meaning of schools as institutions in a democratic, public sphere, which means they should constitute a public dialectical platform to provide opportunities of emancipation and empowerment.  The process of devising and developing a TIE programme is new matter for these parents, who have taken the personal initiative to work together and re-educate themselves.  Contrary to students’ school learning processes, the needs of the TIE lead the parents to study relevant knowledge about family education or computer programmes.  This learning is not centred on what ‘they ought to learn’ - like the students - but that which comes out of new experience and experiential learning.  Every detailed element has happened within the process, which is evidence of value and truth.  They become aware of the diverse nature of leaning and begin to care about students’ intellectual and emotional growth, as well as other public affairs which influence education.

When I analyze strategy and factors in TIE, the theory of constructivism is another approach to my interpretation.  Certain notions from constructivists’ theory of students learning are similar to the strategy of TIE during the process: 
Firstly: cooperative and interactive learning, 

Secondly: situated learning,

Thirdly: student-centred and problem-solving learning strategies.
Cooperative and interactive learning

As I have mentioned in tenets of TIE, cooperative and interactive learning is one of those tenets.  And, Cohen (1994), a constructivist, defines cooperative learning clearly – defining it as learning which is constructed under the frame of group and team structure to learn without the teacher’s interference, with the teacher acting as a consultant, turning problems back to the group for resolution and providing feedback.  Our actor-teachers were doing this during our participatory drama activities.  Christopher Harvell, who reviewed the development of Drama in Education in Britain, notes:

The teacher’s responsibility was to create the right environment for child drama to flourish … but he (Slade) insisted that the teacher’s intervention should be carefully timed so as not to interfere with the children’s creativity.

(Abbs, 1987: 165)

Each actor-teacher should be like a facilitator, not a forced instructor to students.  Jarvis says ‘facilitators value experience and make it the premise on which other types of learning, imaginal, propositional and practical occur.’ (2006: 100).  In TIE, actor-teachers and the facilitator who hold the whole programme are like the bridge connecting students and knowledge, and facilitation should be:

… accessing the phenomenological world of the individual, textured in social and cultural variables and helping the learner get in touch with their internal capacities to learn and to make sense of their experience.

 (Gregory, 2006: 99)

Yang Mama, the facilitator, thinks that job is difficult; she thinks the facilitator should be sensitive, patient, open to listening, and possess a social conscience.  The group makes a decision that they need to train some parents as facilitators.  Certainly, as the main contact between the TIE programme and the audience, it is important for the facilitator to create the right environment for students.
TIE Programme as Situated Learning

Situated learning is based on the theory of situated cognition.  Constructivists view cognition as situation-bound and distributed rather than decontextualised tools and product of minds (Lave 1988).  A TIE programme puts students in the setting of an issue, thus students’ thinking is both physically and socially situated so that problem tasks can be shaped and changed by the process and a range of interactive activities.  Many of the problems arising from the performance elements will be the focus for students’ discussion and be resolved positively following students’ advice and guidance through hot seating, small group discussion, drama activities, and quasi forum theatre.  Winn (1993) indicates that ‘situated learning occurs when students work on authentic tasks that take place in a real-world setting’ (1993: 190).  

Student-centred Learning and Problem-solving Learning Strategies

There are many definitions of student-centred learning; the essence is encompassed in the definition:
Student-centred learning describes ways of thinking about learning and teaching that emphasise student responsibility for such activities as planning learning, interacting with teachers and other students, researching, and assessing learning. 

(Cannon, 2000)

Through drama activities and dramatic action, the students are empowered to transform themselves and their everyday worlds as a natural process of enactment.  We use ‘as if’ to create situations which come from the social life of students.

In ‘On-line Games’, the facilitator, Yung Ma-ma, leads the activities of ‘hot-seating’ and forum theatre’, between these two activities students are divided into four small groups to discuss the cause and result from the performance elements.  Each group is led by a parent actor-teacher in role.  Here, students have no problem with the split of time and space between the fictional and real worlds.  Using the technique of theatre enables us to range across the fictional and the real contexts of the topic.  The approach not only stimulates students’ imagination, but also engages them in resolving the situation for the main character; as May writes:

… such identification through one’s own sensitivity with the suffering of one’s fellow human beings.  I am tempted to call this “perceptual courage” because it depends on one’s capacity to perceive, to let one’s self see the suffering of other people.

(May, 1975: 17)

‘Hot-seating’ and ‘forum theatre’ are methods for use in a problem-solving learning strategy.  In the quasi forum theatre approach, students pose questions to the character, and provide suggestions to the character for resolving, or at least ameliorating, their problems.  Whilst students are encouraged and supported by the facilitator; they form their own conclusions based on their experiences, interpretations and judgements.

There are two questions for students after the TIE programme: 

(1) If your friend is in the same situation as Gan-hwa, how would you help her/him?

(2) If he/she encounters the same problems as Gan-hwa, how could he/she solve them?

From students’ answer to the first question, I take two examples as follows,
Student writes.-.You should manage your time in on-line game.  And for us, 

study is the most important thing now. 
A student writes to Gan-hwa’s sister - You can help Gan-hwa, you don’t need to push him so hard.  You can teach him how to study, not just scold him about the low grade he had.

As for the second question, most of the answers are ‘obey parents’ instruction’.

These kinds of questions make them think about what they might do in a similar situation, how to face it, which means viewing the problem as in a mirror – external to self.

For the programme, there are two parents as observers (see Appendix 1 for details).  This observation is for observing the general reaction from the whole class, not for an individual student; I take the example from the Moyles’ book, but I modify some parts for our own purpose.

5  Art Partnership
What is the role of the outside theatre worker?

Due to the policy of educational reform, the MOE set ‘Performing Arts’ into the national curriculum which gives schools the opportunity to welcome in theatre groups or related activities; nevertheless, some schools had invited theatre companies to do performances in school, but it was occasional with no sustained policy.  This research takes three years, a reasonably protracted time.  Shu-ming and I go to visit the school principal, Hsiao-ping Xing, who is a liberal person.  She listens to our explanation of the whole project, and she supports us in doing it; this is an important start.

As a theatre worker from outside the school, my function is to use my professionalism to fulfil this project, but the school community is the core of this matter, and I do not want to blur this focus.  Shu-ming, Jia-ling, and I meet once a week to develop a more detailed project conception.  During the process, we encounter many difficulties; for example, Shu-ming is disturbed by other school’s special events or affairs, and then we adjust our arrangements to enable things to progress.

It is a fact that we use a different ideology and methods from the school system, so we are very careful to plan each step.  We meet and discuss often so that we develop appropriate structures and strategies.   

I want to promote TIE in the school; Shu-ming knows that there is a parents’ committee and parent story-telling group in the school.  Shu-ming says it is impossible for teachers to do extra work but the active parents’’ group could provide another useful resource and good connection with school.  We need time to find a suitable way and the necessary time to allow us to do better.

Funding

The financial budget for education and culture is quite low - under 15% of the whole national annual budget.  The government wants to promote certain policies for theatre development, covering every aspect from children’s theatres to community theatres.  The subsidy for each group or category is quite small; consequently most companies need to rely on box office income.  This is one reason why repertory theatre companies are not willing to do TIE programmes, or community theatre.  

TIE programmes generally rely on funding from the Government including the MOE, Council for Cultural Affairs (CCA), National Foundation of Culture and Arts (NFCA), local education bureau, local cultural bureau, and sometimes from private cultural foundations.  Performance arts are categorised as cultural affairs, not educational, so most funding for performance arts are from CCA, NFCA, and local cultural bureau.  For example, this project was funded by NFCA, and it was my job to secure financial support for the promotion of TIE. 

6  Conclusion

This research project was completed in June 2006, but the parents did not stop; they organised a ‘Story-telling Mama TIE Group’.  I still work with them, leading workshops and helping to devise TIE programmes.  They developed and toured a ‘Bullying’ programme for sixth grade students in December 2007 and May 2008.  The school edited the TIE programme and put into the school web: http://www.htps.tp.edu.tw/reports/.  A teacher joined the TIE group and we know there will be more teachers and parents in the group.

TIE in school introduces a new teaching paradigm; the main purpose is to increase the strategies available for students’ learning and to extend that learning to adults, especially teachers, and parents.  I consider there are five aspects of the TIE learning circumstances which differ from a school’s conventional teaching:

(1) New paradigm challenging the ideology of the tradition curriculum;

(2) Parents as actor-teachers being transformative intellectuals;

(3) TIE being anti-hegemony through discourse;

(4) Transformation of the students’ learning role from passive to active. 

(5) Participants’ culture develops from live involvement, not from dogma. 

Howe (1999) examines mental activities and human learning and indicates that no learning will take place unless the learner attends to it and engages in the mental activity that is needed in order to make sense of the material.  In this initiative, students engaged with the performance and became involved in the story.  They had the intention to join the learning process; otherwise it is unlikely to affect their understanding of issues and topics.  In the process, the learning situation is more than question posing by textbook or teacher and student answer.  The learning was genuinely interactive involving aspects of criticism, self-awareness, cooperation, liberty, responsibility, and tolerance, all accomplishments as a democratic citizen. 

Does TIE have the potential to become a new teaching paradigm rooted in critical pedagogy in school?  Is it possible to develop a new working model among students, teachers, parents, and outside theatre workers?  On the basis of this pilot study, the answer is not easy to say “yes”, but close to it.  We have to do the TIE programme and reflect on it constantly.
TIE expands a particular theme through performance elements, the whole process reveals authentic theory and practice, and it is an approach from the external world to the internal world as well as ways from outer physical activity to inner mental cognition and reflection, but the latter is what I want to address in the next chapter. 

Endnotes

Chapter  4  Emancipation from Affection into Cognition  

through TIE
1  Introduction

In Chapter 3, I argued the case for considering TIE as critical pedagogy, and I also mentioned that empathy is a key ingredient in allowing students to identify with and become involved in the process.  According to the Oxford Dictionary, ‘Empathy’ is the ability to identify oneself mentally with a person or thing and so understand his or her feelings or their meaning, which I think relates with immanent reflection.  Giroux debates ‘Border Pedagogy in the Age of Postmodernism’, and he asserts:

… there is a central concern for understanding how the production of meaning is tied to emotional investments and the production of pleasure. (Giroux, 1997: 149)

I regard this as meaning feeling projection.  So my argument for this chapter is how, through TIE, we can create emancipation through the process of affection into cognition, achieved through learning which begins with personal affection as the basis of motivation, which develops into understanding and taking action consciously.  Here, I use a TIE case undertaken in 2004-2005. 

2  The Case Study

Background

In 2004, I read a report by the John Tung Foundation
, based on a survey which found that the symptoms of depression
 and resultant suicide in the teenage population had soared during the previous five years.  This became a major issue in Taiwanese educational circles and the wider society.  One of causes is the accumulation of pressure in young people’s lives which they feel unable to alleviate.  The report claims that close to 90% of the teenagers studied experience at some time attitudes of self-dislike, baffled anger and sorrow or sudden sense of being out of control.  However, this does not mean they are clinically depressed but the condition is accentuated if adults do not notice their behaviour and find ways to support them.  In view of this, government and relevant organisations promote a special telephone helpline providing 24-hour psychological consultation for teenagers, e.g. John Tung Foundation. 

Therefore, I decided to do a TIE programme about life education for senior high school students aged from 16 to 18.  I worked this project with Cross Border Cultural & Educational Foundation and Assignment Theatre whose actors often cooperate with me on creating TIE programmes.  To capture the students’ motivation and concentration, I especially focused on issues, which are relevant to their life experience – the national joint examination, peer friendship, and family relations, for example.  I also compiled some news cuttings concerning young people and depression from newspapers, journals, and magazines as well as related articles written by counselling experts.  This material, plus reports from the John Tung Foundation gave rise to the content of the performance text.  As to the story related to the symptoms of depression, I invited Ren Ji Asylum Hospital to cooperate with the team, which resulted in one psychologist and one consultant joining our work.  The psychiatrist, Yeh-may Chuang worked with us all the time, but the consultant was not a fixed individual and several professionals advised us at different times.

The project is called ‘The Choice of A-hsiang’.  We applied and got funding from the Department of Cultural Affairs, Taipei City for this project as a touring programme, i.e. this project had done one school year for two semesters - the first semester in November 2004, and the second semester in May 2005. This TIE programme toured 10 senior high schools
 in Taipei City.  It involved the participation of 22 classes, nearly 900 students and 45 teachers; meanwhile, in addition to the 45 teachers, 23 student counsellors each from a different senior high school, attended.  The Heping Senior High School Principal, Shan-xiong Hsu, came to join us, observing the whole programme; he caught the meaning of TIE and fully understood that it was not only a performance, but also formed a valuable fusion of teaching methods, and theatre/performing arts.

The TIE team consisted of nine actors, a psychiatrist, a consultant, an administrator helping us to contact with schools and organise the schedule, one technician handling technical matters while we were in schools, and me.  Except for the technician and administrator, we started work in September 2004, meeting twice a week for three hours.  We did research and development on the process of collecting, reading, and discussing data about ‘life education’ for young people, such as personal feelings, depression, and family issues.  The topic was interdisciplinary involving access to the realms of psychology, sociology, and art education.  The psychologist, Yeh-may Chuang, gave us many profound talks and led us to know how to distinguish between depression and melancholia with some clinical cases, which made us understand these symptoms more clearly.  Afterwards, we discussed the teaching aim of this TIE programme.

Using some of the subject matter which developed from our research, I devised certain related situations for actors to improvise.  Within those improvisations, we tried different characters in a variety of relevant situations in order to identify some scenarios which we could use in the performance element of the programme.  We also used some real cases from newspapers, magazines, and periodicals as starting points for devising.  These focused on emotional issues affecting young people in our target age range.  After each rehearsal, we discussed and shared what we had read data and literatures about young people, and the improvised that day.

I wrote and revised the scenario according to what we had discussed and improvised scenes during the day, and tried to add some scenes to create a complete narrative context.  The performance element is about 40 minutes long and comprises five scenes.  Each scene has an open ending to engage students’ curiosity and to act as a stimulus for further discussion, during which we hope that they can employ their own judgement and critical awareness.

TIE programme on “The Choice of A-hsiang”

Issue: the symptom of depression, but nearly the melancholia because of the pressure of family and peers 

Target Audience: senior high school students, aged 16-18

Time: 130 minutes

Aims: 1. Through the TIE programme, to allow students to understand and consider that life involves choices and that making choices leads to independence and liberty.  They however should speculate deeply as well as pre-prepare themselves for choice-making. 

2. To foster students’ ability to speculate on the dilemma of the protagonist and to realise that there is no perfect answer to his needs.

3. To employ students’ subjectivity in narrative dialogue through the process of self-reflexivity and interaction within TIE, employing the multiplicity of students’ backgrounds to allow various directions and possibilities to develop. 

4. The professional psychiatrist and consultant give students suggestions for coping strategies and help them to realise how they can relax pressure, recognise the symptoms of melancholia, and seek help and support.

Scenario:

A-hsiang, the protagonist, is a sixteen year-old 1st grade of senior high school student.  His family consists of four persons, his parents, his younger sister and himself.  His family is a typical middle-class family; his father is an engineer working in a technical engineering company; his mother is a house wife taking care of everything in the family except making money, and his younger sister is in the 2nd grade of junior high school.  A-hsiang likes music and plays the piano and guitar very well.  He also attends the ‘Hot Music Group’ in school, which rehearses one weekday a week.  He hopes to study music major, but his mother persuades him that an engineering major is better in ensuring that he finds a good job.  He loses interest in studying, and his relationships with his classmates deteriorate; they increasingly tease him.  A-hsiang has a good friend, Chang-han, but they are not in the same class.  One day, the art teacher finds A-hsiang and Chang-han’s art coursework are the same.  The art teacher tells A-hsiang’s class teacher who guesses that A-hsiang has copied the other student’s work.  In fact, it is Chang-han who has copied A-hsiang’s.  Chang-han does not admit this, so A-hsiang gets blamed by the class teacher who also asks A-hsiang’s mother to school to discuss A-hsiang’s attitude and behaviour.  These events make A-hsiang feel depressed. 

I will not describe the detailed steps of the TIE programme, but will provide an outline in order that the reader can understand better the context which follows.

The TIE programme is held either in a dance studio or school hall.  I set three red, 8 foot rope ladders at the rear of the stage to symbolise the protagonist’s dream.  As the students enter the space, music plays and the facilitator walks around assisting them in taking their seats.  The actors sit still at the edge of the stage.  There is a table down stage left on which some materials belonging to A-hsiang are placed.

Prologue         【Music Oslo II on】
The facilitator is waiting for students, and invites them sit down.

Scene I    

 Setting: Classroom

    Characters: A-hsiang and his classmates

    Time: class dismissal and between classes on Monday morning

    Situation: Monday morning, everyone is talking about what happened in the plaza of Chiang Kai-hsia Memorial Hall on Saturday night.  They are teasing A-hsiang for his behaviour that night, and finally A-hsiang shouts out and runs out.

【Music Appalachia Waltz II】
Scene II.1

The monologue of A Dream by A-hsiang

Scene II.2

    Setting: A- hsiang’s bedroom

    Characters: A-hsiang, DJ, sounds of auditory hallucination

    Time: evening 

    Situation: The radio is on; A-hsiang tries to tune the channel to find a phone-in radio station

After this section, the facilitator comes in a second time and brings A-hsiang’s diary.  She gives open questions related to the performance text to students, and those questions are related with the students’ life experience, e.g. ‘Do you call phone-in radio stations?’, and ‘Do you use bad words to tease your classmates or schoolmates?’ as well as asking about their own lives.  After this conversation, they start watching the performance again.

 Scene III

    Setting: The living room of A-hsiang’s home

    Characters: Parents, A-hsiang, younger sister

    Time: 9:00AM on Saturday morning, everyone is at home on the weekend

    Situation: After breakfast, the whole family is in the living room, father is reading the newspaper, mother holds A-hsiang’s assessments-grade records and talks to his father about the grades.

Scene IV

    Setting: In school corridor and staffroom

    Characters: Two teachers, A-hsiang, Chang Han (A-hsiang likes this girl), a numbers of students

    Times: 11:00am class dismissal and between classes

    Situation: The two teachers have discovered that the two papers written by A-hsiang and Chang Han are the same i.e. that one has been copied from the other.

Scene V

    Setting: In school

    Characters: Mother, A-hsiang, teacher

    Time: Several days later, 10:00am in school

    Situation: The teacher discusses with mother about A-hsiang’s absence from the class, and the copied paper.

This scene ends in a still image.  The recorded sound of A-hsiang’s dream monologue is played, then the music, Appalachia Waltz 7.

The facilitator comes in for a third time, talks with students, then organises a hot-seating activity.  Afterwards, she introduces the psychiatrist, who analyses A-hsiang’s case and explains what the difference between the depression and melancholia are, and how to distinguish between them.  Students are encouraged to ask questions. 

After this, the facilitator divides the students into five small groups, each led by an actor/teacher out of role.  They discuss and suggest a scene from the storyline which could be a focus for forum theatre.  Forum theatre, involving students, is conducted on one scene.  The facilitator comes out a fourth time, giving chances to discuss issues raised by the programme.  In the end, she gives a questionnaire to each student for filling it out, then, introduces each actor out of role and other members of the TIE team.  The programme is now complete. 

A-hsiang’s life is quite similar to these students’ lives: a well-organised daily schedule and a well-planned life by teachers and parents; pressure from peer relationships and collective values are also things they have to deal with.  Because the phenomena we explore within the TIE programme form a realistic representation, they quickly engage with the scenario and the issues contained within it.

I am programme deviser, director and observer, therefore, I want to observe two aspects of the students’ responses during the process of reviewing my argumen: firstly, do students come to know themselves better or enhance their self individuation
 through TIE?; secondly, how does the student change and express his feeling, perception and behaviour during the process, i.e. how do they merge the intrinsic feeling and extrinsic object into one unity, and can TIE motivate them to understand and apply their understanding to their life in general, and not just to the issue on which we had worked.

3  TIE In Between Affection and Cognition

Emancipation

These senior high students are oppressed by the structure and fixed pattern of school life which has a fixed and predictable everyday routine, within which the self gradually becomes repressed; they lose interest and chances of emancipation through lacking ‘the power to control their own life’
.  They can not change anything about the educational environment, but they can change their thoughts about life.  That is why I take the TIE programme as an emancipatory praxis into a teaching site which constitutes ‘… both an understanding as well as a form of action designed to overthrow structures of domination’ (Giroux, 1997: 26).  We can discuss and interact with the performance text which is similar to their life situation.  But how can we stimulate students’ emancipatory behaviour? And can we really use the TIE programme to let students feel the performance story and begin to illuminate their critical thinking through discussion?  

When students first experience the TIE programme, most feel excited because it is different from their main subject course.  The word ‘theatre’ suggests they are going to watch a show which makes them feel relaxed and happy.  When they come in the dance studio, or school hall, and they see people (actor-teachers) sitting still on stage, they are very curious about what is happening.  Their attitude and expression naturally reveal their feelings, and they discuss what is happening, because the setting of the room does not look like a normal performance space.  The student asks curiously, “what are they doing?”  “What are you going to do?”  “Are we going to watch a demonstration about acting?”  This fact that the students’ interest is engaged is a good starting point. 

Role games are traditional strategies in drama.  They can be reinvented and improvised in various forms, not only for student use, but also for actor-teachers.  After the TIE team had completed its topic research work, we started to improvise situations which might form part of the performance element, we spent lots of time in discussion as well as role activities - role taking, role making, role playing and role exchanging, for example, we picked up some real cases reported in magazines, discussed them, and were focusing on crucial moments for the character and for the developing story.  There is pivotal action during the process of improvisation, during which our ‘speaking’ allows us constantly to revise the drama model into more efficacious aspects of the performance element.  This ability to reshape according to participant action and involvement forms the core of an assumption that TIE could be an emancipatory praxis; speaking and talking will release one’s thought as well as liberate one’s mind.  This process of interaction is evidence to verify that actor-teachers form new meanings and understanding through individual and collective behaviour, i.e. new meaning and understanding come from negotiating and communicating which are basic features of a democratic community.  These steps would be done and interacted with those students while we brought our TIE programme into senior high school.
Let me take another example from ‘The Choice of A-hsiang’; the following italic type statement is how I described the programme in the teaching site,

◘At the beginning, the music is playing, and the facilitator waits until the students are sitting on the floor; the music stops, she looks around and talks to students about a news event which happened in a Japanese city, which involved the suicides of nine people, negotiated over the internet,.  She asks students whether they have read about this or not, and what kind of feelings they have after hearing the news.  She does not tell them or discuss with them the meaning of the news, but simply asks them what kind of ‘feelings’ they have.  Students begin to discuss the news.  Some of them say that they have read about it, others have not, and some students say there are also similar events happening in Taiwan.  

The interaction starts with students responding to the news item from Japan; they give different feedback to that news and some provide examples of similar events happening in Taiwan; they reveal their thoughts about this matter and assimilate and consider and manipulate many ideas simultaneously.  In this respect, Blumer describes:

… human group life as a process of formative transaction, …he conceives of man as creating or remaking his environment, as “carving out” his world of objects in the course of action - rather than simply responding to normative prescription. 

(Shibutani edi., 1970: 12)

When the facilitator poses questions, the students show understanding of and involvement with both the news in Japan and Taiwan.  They fully understand the meaning of the news, and critically reflect on it.  

In theatre and performing art, we often use the body as symbol and costume as sign to present context meaning.  They form part of the basic semiotics of theatre.  People can easily communicate with each other both through cultural symbol and global sign language, e.g. ‘full moon’ represents the meaning of ‘reunion’ and ‘perfection’ in Taiwanese culture.  Global sign language is evident in many aspects of our world, e.g. TV advertisements, logos, internet website etc, which can communicate without verbal communication.

In ‘The Choice of A-hsiang’, theatre art constitutes a signifier, a medium to stimulate students’ imagination, that links with students’ life experience.  For example, we devised the compound stimulus as follows: 

Compound Stimulus: A-hsiang’s school bag consisting of a diary, a CD player, a music magazine, a National Theatre Monthly Pamphlet, tickets for a basketball game, etc.

The school bag is a very popular item for young people, so students are familiar with it and it can easily capture their attention; they are interested to find out what it is in the bag.  This is another link in the transaction between A-hsiang and them.  Their thoughts are grouped around the emerging awareness of A-hsiang’s identity and life circumstances.

Role Games---role taking, role making, role playing, and role exchanging

Role games are as mediation to form a link between people, which put students and actors together into the devising process for committing themselves within and between activities to fulfil their learning and acquaint themselves with some aspect of the issue, e.g. in the small group discussion, students argue about A-hsiang’s family, his teacher, his classmate, even his younger sister.  After offering their suggestions, they do quasi forum theatre in which they act situations which they think might help A-hsiang resolve his difficulties.  They conceive and construct the conception by their own practicing, which consists of special knowledge, interrelationship, personality, and ethical value, which emerge from and are employed spontaneously in the process.  The interplay within the group is just like ‘viewing human behaviour in terms of the interplay between spontaneous and the socially-determined aspects of the self, ... builds into such behaviour an unpredictable, indeterminate dimension’ (Shibutani edi., p.9), which means it provides chances to be innovative.   

When the actor-teachers begin to develop the programme, they have creative input in making the story, searching a role’s characteristics, and building the meaning of the performance.  We take a role from students’ daily reality and, over time, make it into a performance text.  As I wrote in the previous paragraph, pivotal action occurs during the process of improvisation, which allows us to ‘speak about’ and repeatedly revise the content and the form until a more considered performance element is arrived at.

When the actor-teachers are improvising within different situations trying to find the characteristic of the role, Yeh-may Chuang, the psychiatrist, will describe some patients’ behaviour.  Then, the actors try to improvise and create the ‘right’ role in a certain status.  ‘The interplay is the fundamental source of innovation in society’ (Shibutani edi., p.9). 

Role games evolve as a drama of dialogues, which comprise printed materials, open discussion and individual contemplation.  When the team explores these situations, I believe that is also a rehearsal for life, and it is an important procedure for the group to reach a shared understanding, much of which is tacit.  The rehearsal process is important, for during it the team creates a new, microcosmic world in which the issue is embedded.  Everyone involved in the making process inhabits this new world, between and betwixt fiction and reality.

In M. Bakhtin’s research on the theory of the novel, he says that:

Different societies carve up reality differently, and the most sensitive indicator of the coordinates that give shape to any culture’s world picture is to be found in the characteristic arrangements of time and space in the texts that each society nominates as art.  (Holquist and Clark, 1984: 293-294).  

Bakhtin calls this condition ‘heteroglossia’,

He looks at language as the heart of any culture and focuses on the nature of the utterance, conceived as the place where struggles between centrifugal and centripetal forces are fought out in miniature.  An utterance takes shape in an environment of dialogised heterglossia.  The utterance articulates extrapersonal forces.  But at the same time, it is concrete: as the expression of particular persons in nonrecurring situations, it is always filled with specific content.  

                                                       (Ibid: 291)
Both are important whether there is monologue or heteroglossia, which is the extension of the individual self.  For example, when the TIE team was involved in the improvisational practice, we invited Don Foster, a British actor, to hold a two-day ‘Impro Comedy Workshop’ for actors.  He always implores, ‘don’t think when you are improvising, otherwise, you think too much; you will not do anything and just repeat what you have done.’  He says, ‘let your mind be empty, and let your body be free.’  None of us could respond to this request initially, because we are framed by our unintentional habits.  For this reason, how can we blame the younger generation for losing their self-awareness?  They too are framed by their over-structured life.  Do we provide opportunities for them to develop, just like we provide chances for actor-teachers to engage in improvising practice for refreshing themselves?

4  Identity: Image with Story

By ‘Image’ here I mean the real things which we can see, in this context, the ‘performance element’ in TIE.  Berger stated that:

We communicate through images.  Visual communication is a central aspect of our lives, and much of this communication is done indirectly, through symbolic means: by words and signs and symbols of all kinds.  Our emotional states and our creative impulses need some kind of visual and symbolic expression to develop.

(Berger, 1989: 1)

Berger thinks that ‘film is the moving image’ (Berger, 1989: 81), but, I regard theatre as a moving image too, more than that, it is an immediate, real time image, occurring in the moment.  Theatre takes collections of signs and symbols from our daily life, and integrates line, colour, rhythm, pace, sound, music etc. into a certain space and time in a site-specific place; all these are used to form a story.  These varied images of life stimulate and inspire people’s imagination.  The use of lighting and music and mise-en-scene among actors exists in an intriguing reality in front of audiences.  The images of a theatre performance are like a story picture book, each scene is a page of a themed story, and when actors turn the pages, it allows audience members to get meaning from the scenes in sequence.  And this is a way of learning by watching as well as observing. 

Observation is a natural behaviour trait which happens continuously, except during sleep.  In theatre, audiences watch the production and experience feelings.  TIE is alternative theatre, which happens in more intimate, smaller spaces in which the distance between audience and performer is minimised.  I claim it is also an alternative pedagogy which uses theatre as a learning mode.  Students being spectators are synchronic in the site with the performance.  Observing is a complex cultural behaviour, in which we see an object that represents not just itself but also the related ‘other’.  For instance, while I see my mother, I respond not just to her image, but also to the love and feeling between us, which is an extension of meanings.  Therefore, 

While we see, we are doing many things at once.  We are seeing an enormous
field peripherally.  We are seeing in an up-to-down, left-to-right movement…… 
message input and output.  All of this is happening while at the same time we are 
decoding all manner of symbols. 

(Dondis, A in Primer of Visual Literacy, Berger, 1989: 15)
Similarly, when people go to watch a theatre production, the text, actors speaking and gesture, lighting, music, scenery etc., all these semiotic symbols are interpreted in the context of audience members’ life experience.  

The TIE programme employs approaches different from traditional teaching methods, utilising a form of interactive learning mode which hovers between ‘spectating’ and ‘participating’.  I think that ’transmission’ pedagogy was suitable for the 1960s and 1970s, when my country was developing and needed to train people efficiently.  But we are in a new age of rapid societal change.  Adaptation to new circumstances is a recurring process throughout human history, Information Technology, for example, has an increasing influence in our lives.  Human beings require abilities to come to terms with this constant evolution.

We are living at a time when one age is dying and the new age is not yet born …. A choice confronts us.  Shall we, as we feel our foundations shaking, withdraw in anxiety and panic?

(May, 1975: 11)

In the Apollo Temple at Delphi, Greece, there is a famous dictum “Know thyself”, which is a universal value.  “Know thyself” represents emancipation and an ability to engage in subjectivity construction.  People should not:

… give up the struggle for self-formation and self-definition such that domination and suffering in this society are always minimized.  (Freire, 1993: xii)

We take many things in our life for granted.  We are often too lazy to think deeply and are used to following the same route because change may involve turmoil.  In this situation, like May interprets, we need the courage to create.  May states that:

When we define creativity, we must make the distinction between its pseudo forms, on the one hand--- that is, creativity as a superficial aestheticism.  And, on the other, its authentic form--- that is, the process of ‘bringing something new into being’.   

(May, 1975: 39)
This aspect of bringing something ‘new’ into being is very interesting.  I think ‘new’ means not only ‘originality and imagination’ but getting rid of unhelpful or redundant habitual and rooted thoughts.  It means opening oneself to change, to become free and experience the liberty that is emancipation, e.g. the TIE team renews dialogue and discovers new interpretations of life events from role games. 
Identity 

The protagonist, A-hsiang, has a similar background to those of the students.  Firstly, this identification with A-hsiang’s feeling engages their interest.  Secondly, A-hsiang’s family is quite typical, consisting of two parents, a younger sister, and him.  Their roles are typically Taiwanese, i.e. the father takes responsibility for his career and earning money for the family, and the mother takes charge of the house and cares for the family.  Typically in Taiwan, A-hsiang’s mother gives great attention to her children’s development and is constantly anxious about them.  The actors do not exaggerate but represent the family reality.  The roles and the story are so real that students identify readily.  Most students empathise and become deeply involved in the performance.  Empathy is the ability to identify themselves mentally with A-hsiang, and understand his feelings.  Sometimes, during the performance they whisper things like, “My God, that’s like me!” “She is just like my mother!” for example.  

In the performance text, I include a dream monologue spoken by A-hsiang, and the authentic expression it contains always engages the students.  It is as follows:

I always dream of a long long corridor, 

At the end, there is a straight, long ladder to the top.

The top of the ladder leads to a rectangular opening,

From which a dim light shines

I dream to climb up, but I don’t know where to go 

There are two rows of chairs at the sides of the corridor

People sit there, but they face away from me

Who they are, what are they looking at?

But, I am circling, circling, and circling

I can see only their backs and the corridor.

Oh, I am tired, I am really tired.

I use the abstract language to represent A-hsiang’s helplessness, and the stylised representation contrasts with the naturalistic scenes employed in the rest of the performance.  The actor, Lin Hen-po, plays A-hsiang very authentically so that the students experience transference
 to A-hsiang, who they see as a credible and authentic representation.  But, I don’t want them to become transfixed and disempowered by his problems; if they live in the same reality as A-hsiang I hope they can think critically, how they can confront their analogous problems.  Meanwhile, the facilitator intervenes, pulling the students back from the fictional world into real life.  Again, she posed some questions to students, who take the opportunity to accompany their affective involvement with critical reflection.  The discussion was sustained for a while, and then students entered the fictional world again to experience the next phase of the performed story.   This is rather like Brecht proposes: 

… to dislocate the spectator’s habitual frames of reference through a critical counterpoint designed to provoke a need for reappraisal.  Where the power structures that underlie social situations become invisible when considered natural, Brecht will attempt to make startling what seems obvious, curious what seems self-evident.  This is alienation.

(Mitter, 1992: 44)

I regard alienation as that part of the process which brings something new into being through an act of emancipation and empathy for identity.  Students do not simply remain spectators at the performance, they are invited gradually to engage in impromptu thinking as they oscillate between the worlds of fiction and reality, present their views spontaneously and originally.  This process is both sensate and rational, without any domination of either quality.  The TIE programme structure is sequential, requiring participants: firstly, to participate in and become involved in the programme; secondly, to identify with certain characters; thirdly, to have involvement in the performance; fourthly, to have transference and empathy; fifthly, to experience affection and emancipation; sixthly, to have cognition and insight in relation to their own reality.  So, stage four involves transference and empathy, which approaches to identity.   Here, I take the idea of C.G. Jung’s words which, although meant in the context of psychotherapy, are quite fitting for interpreting life situations.

As transference is spontaneous and unsought it cannot be disposed of by explaining the process of projection.  Projection is only known through its effects; it ‘happens’ unconsciously; as the projection is unconscious, so also are the contents.

(Bennet, 1966, p: 151)
Projection is a key point after transference, and students have empathy for A-hsiang and feel sorry for him; they project their own experience onto A-hsiang unconsciously.  But, they also retain an objective standpoint.  In the hot-seating element of the programme, for example, they ask:

Student A: Why don’t you tell your mother that you like to learn Music major?

A-hsiang: I dare not to tell her, I talked to her about it once and ….

StudentB: Don’t you have any friends?  Or, you can just go out and play basketball, not just stay at home.

A-hsiang: I do not like sports.  

StudentC: you know that self-pity in a person is something odious. You should try again, not pity yourself and do nothing.

The example is of students watching the performance then having a dialogue with A-hsiang, and speaking their thoughts out loud directly to him.  This behaviour presents the phenomenon of transference, i.e. the students empathize with A-hsiang and therefore try to help him as a friend. 

5  Life Performances and Cognition Development

Taiwanese culture is undergoing rapid change.  It is very different from western culture, even from that in other East Asian countries.  We are in the age of cultural ‘heteroglossia’, e.g. there are varied TV channels and programmes, including films from Korea, Japan, Mainland China, European countries, U.S.A., and UK, in different languages and depicting diverse cultural backgrounds.  We witness these phenomena as an increasingly multicultural nation.  Everyone has an opportunity to speak his thoughts, and his language:

… is inseparable from lived experience and from how he creates a distinctive voice. It is also strongly connected to an intense struggle among different groups over what will count as meaningful.  

(Giroux, 1987: 116) 

Giroux says it is a language of possibility.

As Bakhtin states:

Life as event presumes selves that are performers.  To be successful, the relation between me and the other must be shaped into a coherent performance, ….And if the activity of being is generated by the constant slippage between self and other, then communication---the never convergent but always reciprocal interdependence of the two---is of paramount concern….Utterance occurs not only in words or texts but also in thoughts and deeds.
 (Clark & Holquist, 1984: 64)

If I review the existing school culture in the context of both Giroux and Bakhtin’s thoughts, then I find most schools are conservative communities in which culture only exists through authority’s annotations which give meaning, i.e. the authority defines everything by fixed regulation.  There is little communication, with few bridges between and opportunities for understanding, interaction, rapport, and acceptance.  Schools are required to become ‘learner centred’ under the policy of the MOE; the teachers find difficulty in confronting a situation in which the student will be the subject.  But if pedagogic change does not take place, how can students come to form their own opinions?  How can we establish the kind of open dialogue in the classroom which modern educational practice demands? How do we let students express themselves? These questions raise profound issues about the students as ‘object’ in the education system.  They also relate strongly to the choice of topics to be covered and how these can be made relevant to their lives in order that there can be a dynamic relationship between the education they experience and the life they live – and vice versa.

The TIE programme is a different pedagogy from the traditional one as I state in the previous chapter.  It uses theatre as an education intervention to establish dialogue with and between the students.  Real life events can be captured within the symbolic drama language and the story is structured with recourse to language, time, space and spectacle; it can, for example, condense three days’ events into the essence of three minutes.  And the actor-teacher is the agent to motivate students’ development, and she/he must simultaneously search inside her/himself for responses, but at the same time be open to outside stimuli….Truth on stage is what the actor construes as real (Mitter, 1992: 6-7).  For example, the purpose of ‘The Choice of A-hsiang’ is not simply to amuse students, or to provide shallow, insincere drama.  The most important thing is how we make reciprocal relationships between the student (the I), the character in the story (the other), and the actor in the performance (the other), the ‘I’ also represents ‘the other’ according to who is in the stance of subject, e.g. when students pose questions in hot-seating, he is the subject, the facilitator is the other - an object.  

In ‘The Choice of A-hsiang’, the performance element finishes in a still image.  The procedure which follows is the main opportunity for students to respond openly through interactive approaches such as hot-seating, small group discussion, quasi forum theatre, and questionnaires in order to get close to A-hsiang’s case.  The facilitator creates the contexts in which they can reflect on and challenge the real world as depicted in the story of A-hsiang’.  Meanwhile the facilitator steps forward and she asks the students:

· What are your thoughts after watching the performance?

· Do you have such kinds of experience of this issue? If so, how do you deal with it?

· Have you met someone like the character in the story?

· What is happening to A-hsiang and who should take responsibility for him?
·  Can you find out reasons to cause problems in the story?

Finally, the facilitator asks students who they want to talk to first in the hot-seating.  

Students are urged to answer and express their ideas spontaneously and originally, without influence from others.  When they hot-seat the family, they ask the parents:

Student A: (to father) Why are you so apathetic towards your children?

Father: I need to earn money, does your father earns money for the family.

Student B: You can talk with A-hsiang on the weekend, you just read the newspaper.

        You don’t care about your child.

Father: His mother can take care of him. 

Student C: (to mother) Are you always so nagging to your son? And you treat his sister better, you are not so fair to A-hsiang!”

    Mother: I am not nagging, I just care about him.

    Student D: do you know A-hsiang likes music subject?

    Mother: I know, but music cannot get him a good job, nobody makes money by music. I insist that Engineering is the best choice.

Then, a student addresses the class teacher;

Student: Do you never try to find out what’s happening to your students?

Teacher: I try, but A-hsiang’s writing is not so good on the evidence of what he has presented before, so I assume that it is he who copies the other student’s paper.

Many questions come out immediately and spontaneously, generating vital communication in context.  This is a phenomenon of dialectical thought as well as ‘heteroglossia’, in which; 

The utterance is not merely what is said, discourse is not merely specular.  It does not reflect an extraverbal situation in the way that a mirror reflects an object.  Rather, discourse is active, productive …. Discourse does not reflect a situation; it is a situation. 

(Clark & Holquist, 1984: 204)
I think hot-seating is a form of problem-situated learning, i.e. people are in situations, and they respond directly to the conflict.  There are two subjects: the ‘I’ and ‘the other’, which comprises (1) the fictional character and (2) the real person (student and actor), the three characters encounter problems simultaneously: 

The scenario of any utterance must contain the same three dramatis personae: the speaker, the listener, and topic.  All utterances are born, live, and die in the drama that is played out in the interaction between these participants. 

(Clark & Holquist, 1984: 205) 
A TIE programme is like a prism, in which we can see an object from different refraction angles.  Owing to their cultural background, different people have different points of view on the same issue.  They not only respond to the issue itself, but do so by its interaction with their own cultural context.  They express their own real affection, and communicate openly with other people about their life experience in that moment, e.g. in the hot-seating in “The Choice of A-hsiang”, although the team has pre-planned, unexpected situations and questions occur, because the students’ behaviour and reaction is spontaneous, unrehearsed, unstructured, and a very original form of improvisation.  These interactivities stimulate both TIE and students in the life situation, in which it heightens and intensifies all participants’ extrinsic and intrinsic growth. 

6  Encounter with Creativity, Affect and Cognition

In Forgas’ book many people discuss variously the relationship between affect and cognition, but one point is in common, i.e. the recognition of the close interdependence of feeling, thinking and behaviour.  In Russ’s (1993) research paper on ‘Play, Affect, and Creativity: Theory and Research’, she thinks that different dimensions of the affect process relate to, effects and interweaves with different types of cognitive processes.  She mentions:

Lieberman’s (1977) finding that spontaneity and joy in play is related to divergent thinking, D. L. Singer’s (1990) finding that positive affect related to imaginative play. 

(Russ, 1993: 67) 

All of them refer to creativity which is not limited to, for example, artists, but possessed in general.  It implies that if one has feeling for someone, then he will have empathy towards him, and when he has feeling, he will have affection to do creative work which needs imagination.  Ken Robinson (2001) also mentions that everyone has the human capacity to create in different forms and with different capabilities.  Everyone can interpret her/his idea and present it by image of photo, body movement, sound, music, written words, or spoken language, and TIE includes all these in one process.  More importantly it allows student-audiences to transform the scene as well as engaging in dialogue through action.  If students do not agree with ‘the character of father’, he/she can change the image and ‘create(s) ideal images of what he/she wants to happen to her reality’ (Boal, 2006: 118).  There is a new situation emerging, which reproduces and restructures the story of mutual relationships among these students.  

When I observe the TIE in progress, I see these young people so involved in activities, e.g. the small group discussion is a form of brainstorming, during which they generate spontaneous ideas.  What is the agent in that instant which generates a new idea?  To adopt J. L. Moreno’s principle of encounter:

It is a meeting on the most intensive level of communication.  The participants are not put there by any external authority; they are there because they want to be, representing the supreme authority of the self-chosen path …. togetherness, sharing life.  It is an intuitive reversal of roles, a realization of the self through the other; it is identity, the rare, unforgotten experience of total reciprocity.

(Moreno, 1960: 15)

May, in “The Courage to Create” also indicates that:

World is the pattern of meaningful relations in which a person exists and in the design of which he or she participates.  It has objective reality, … World is interrelated with the person at every moment.  A continual dialectical process goes on between world and self, self and world; one implies the other, and neither can be understood if we omit the other.

(May, 1975: 50)

In this sense what students experience in the creative process is an encounter with the image as well as the story, and the issue ‘on a level that redeems the subject-object split.  Creativity is the encounter of the intensively conscious human being with his or her world’ (May, p.54).  Thus, I think TIE is a form of active education which employs affect to lead students into a state of rational cognition through the route from affection to emancipation, from affection to imagination, from empathy to identity, from affection to understanding, from affection to cognition, it allows them to develop autonomy and an active attitude of learning. 

Reflexive Individuation

The ideology of domination is not always in an obvious hostile position; sometimes people will accommodate it, e.g. the teachers always encourage the students and say, “If you achieve high marks in the mid-term examination I hope you can do even better in the following examinations.  Then you will have the chance to gain admission to a better school after the national joint examination.”  Students’ lives are surrounded by these situations, and the school curriculum generates great pressure from the main subject studies.  That is why it is necessary have a place and time in the curriculum to mediate students’ lived experience into dialectical and reflexive thoughts.  Compared with traditional teaching, TIE is in a hidden curriculum employing teaching methods based on the assumption that: ‘reflexive thought may result in social practices that qualitatively restructure one’s disposition or structure of needs, one’s habitus’
 (Giroux, 2001:90).  TIE is a form of active education, and it helps students in building up scaffolding and developing their competence and knowledge.

I take two forms of written data to verify students’ reflections: 

1. The record of small group discussion in which students responded to these two questions: 

· What are the main reasons which caused the problem, please list; 

· Have you experienced anything similar to A-hsiang, if yes, how did you solve that problem? If not, please give us your positive suggestions to help A-hsiang; 

2. Questionnaire responses.  900 hundred students participated in this programme.  The follow up questionnaire contained 12 open questions.  I received 548 completed questionnaires, 207 from boys and 341 from girls.  I will not present a gender analysis, but provide the breakdown to show that the gender balance was relatively even.  These questionnaires capture students’ subjective and spontaneous response and introspective reflections.  Here, I would like to adapt May’s conception of a ‘sense of being’.  Reeves (1977), studied May’s philosophy and wrote in his book Art of Counselling (1939), that he is convinced that there are four principles for human existence, i.e. freedom, individuation, social integration, and possessing religious tension.  I want to use his idea about individuation as:

Each individual self is different from every other self and must accept himself as such before his unique “life form” can be realized…To maintain his self, this free individual must be socially integrated ... Being himself, or his individuality, is interdependent with community or participation with others.  This social setting is the world in which individual personality creates and finds its meaning … the goal of self-realization depends both on a strong individuality and on a mature responsibility to one’s world.

(Reeves, 1977: 22-47)

Educationists talk about subjectivity, psychologists talk about individuation, and I think these two elements are closely related.  Individuation involves subjectivity construction, which cannot be isolated from societal influence.  We can live alone, but we are not alone.  Sometimes we will be affected by the society, but on the other hand, we can influence the world with our action, i.e. everyone has his own strength and weakness, he must ‘know himself’, and throughout human history there are notions of struggle and human agency.  The essential, guiding notion is ‘The hope for individual and social transformation’ (Giroux, 2001: 90).

For the small group discussion and questionnaires returned, I only chose 3 senior high schools, 300 pieces of questionnaires, 149 returned as the representation for this thesis research.  The comments found in the questionnaires objectively present students’ ideas, and students integrate their thoughts with others during these activities.  During the process they listen, argue, share, and integrate others’ ideas, which gives rise to a more profound form of knowledge.  I transcribe it with reflections:

◘Small Group Discussion (summary, see Appendix 2 for details)

	The Cause of The Issue
	Suggestions from The Group

	1. There is a lack of communication, interaction, and understanding, between the family, school teacher and students, for example.
	1. The relationships of family members should be adjusted; the parents and children need to communicate.  The parents should listen to A-hsiang

	2. In school, some teachers still use grades to judge students’ behaviour.

  Good students sometimes make mistakes too. 
	2. Teachers should listen and be tolerant. It is important to find out the facts before taking action.

	3. A-hsiang represses himself too much,
	3. He should have the courage to speak out, try to find some way to solve his own problems.

	4. Lack of concern and trust
	4. A-hsiang’s classmates should have empathy, and learn how to care for others, 


  ◘Records of Questionnaire (I combine the similar questions together from12 to 9, the original Questionnaire Form see Appendix 3 for details)

	The Meaning of Question
	 Numbers/ Percentage

	1. Can you identify with A-hsiang’s story?
	Yes:139 / 93.9%

	2. Do you feel empathy for A-hsiang?
	Yes:125 /84.5%

	3. Through the TIE, can you transfer what you experience into your life experience?
	Yes:115 /77.7%

	4. As a result of participating in the TIE programme, what sort of knowledge did you get? 
	▪49/33.1% :without any special thought

▪41/27.7%:get the right knowledge about the symptom of melancholia

▪32/21.6%:how to deal with themselves

▪23/15.5%:how to help others

▪2/1.4%:school teacher have problem

▪2/0.7%:get the idea about theatre arts

	5. Were you curious about the compound 

stimulus
	Yes:107/72.3%

	6. Do you think you got different ideas from the small group discussion?
	▪99/66.9%:say Yes

▪39/26.4%:did not change his/her mind

▪10/6.8%no comment

	7. Were you able to understand melancholia from the psychiatrist’s explanation?
	▪Yes:123/83.1%:have a clearer idea

▪25/16.9%:no difference

	8. Do you like the TIE teaching approach
	▪130/87.8%:great

▪18/12.2%:ok

	9. What kind of topics will you suggest the TIE team to devise for different TIE programmes?
	▪gender Issues, sexual Issues, counselling, homosexuality, social issues, marriage, family issues, domestic abuse, single parents, life education, campus issues, emotions, drugs, relationships, life- long-learning, moral issues, ethics, citizen education issue, mental health issues, history, literature, law, and political issues  


I select some examples of answers to the questions above.  These students have agreed that I may use their names, but I do not use their real name: 

Can you get analogous experience from A-hsiang’s story?

  ◘”Yes, I can reflect on the interaction between myself and others, also on emotion management.”                 High School A, Female: 18yrs

  ◘”The performance reflects every day life and therefore is very close to our 

own experience.”                     High School B, Female: 17yrs

  ◘”The case of A-hsiang may contrast with my own schoolmates, family, and I get some reflections about life value.      High School B, Male: 17yrs

  ◘I can understand what is the meaning of life, and try to learn also how to deal with life problems.”             High School C, Male: 17yrs

  ◘”This TIE programme lets me understand the inner world of a human being, which it gives me something to think about myself.  This programme is better than a boring lecture.”        High School A, Female: 18 yrs

  ◘The whole programme always talks about A-hsiang who is misunderstood by family and subject to teachers’ bias, and is teased by friends, so that he tries to console himself in some illusory ways.  He tries to escape, sometimes, I will have a similar feeling which no one understands me, but I go to play basketball, rather than stay at home.

 High School C, Male: 17yrs

The last answer proposes a different view about A-hsiang.   The student, Liu Chung-hen may have empathy with him, or not, but he questions A-hsiang’s attitude, showing what I think to be ‘self-awareness’ and ‘self-realization’.  As May remarks: 

No total merging or complete understanding of any other is possible for human beings who, by their consciousness of themselves, are aware that each is totally centred and separated, and therefore all the more an individual-in-participation.

(Reeves, 1977: 162)

‘Human being, then, is known properly not as a collectivity but as individual-in-society, individual-in-participation’ (ibid, p.161).  These students have their own individuation when taking part in the process of participation, interaction, and action.

Here, I give other examples of student answers to show that these students can associate A-hsiang’s case with their life experience, and that they have identity from empathy through TIE.  The two questions were: 

1. Do you feel empathy for A-hsiang? 

2. Through the TIE, can you relate the issues into your life experience?

  ◘”Yes, I can, my family is just like his.”  “I understand how to distinguish between the symptom of depression and that of melancholia now, but I was completely ignorant beforehand.”   

High School C, Male: 17yrs
  ◘”Yes, I think we should know how to manage our life, even though each of us has different experience, if we need to face up to low spirits and difficult circumstances, we need to learn how to face it, and how to stand up to the distress, because that is how we become mature.”

High School C, Female: 17yrs

  ◘”Completely yes, my mother is just like A-hsiang’s mother … she always thinks she is right, what she has done for me is the best for me.  But, I don’t think so; she should listen to what I say, and what I want.  This programme taught me that we must communicate with each other. I also learned that if I encounter problems, I should speak out, otherwise those problems cannot be solved.”

High School B, Male: 17yrs
  ◘”Trust is an essential factor for people.  If there is no trust, people will feel worse.”

High School Al, Female: 18yrs

  ◘”If someone is depressed, just be with him and listen to him, don’t push him with aggressive language.”               

High School A, Male: 18yrs
The open interaction among individuals, who are independent, interdependent, and equal positions, will create new perceptions, and this creates the state of individuation.  

The “lived world” is the encompassing world of our immediate experience.  It is immediately concrete and meaningful without its meaningfulness, its concreteness being made explicit, reflected on, or conceptualised. 

(Reeves, 1977: 67) 
The individual’s everyday experience is a harmony of himself and his world.  Thus, here are some opinions to show that although students participate in the same activity, they make different meanings from it.  The implication is that it is not merely a surface cooperation, ‘but more deeply a “becoming resolved” that involves the whole person’ (ibid. p.159).

◘”By considering the two questions, we had a full discussion that made us understand the cause of the problem, and we tried to find ways to solve it.   We share some ideas with the TIE team and psychiatrist that led us to recognise clearly the distinguishing characteristics of melancholia and depression, and how we can help those people or ourselves to come to terms with our feelings if we experience low-spirits.”         

High School C, Female: 17yrs

  ◘”Everyone holds different ideas after the TIE programme, also in the discussion, and if others have different thoughts from mine, I may not change, but I can learn how to accept different ideas, which can stimulate our mutual thinking.”                 High School A, Female: 18yrs

  ◘”Yes, I have a clearer impression after the discussion and the forum, and can appreciate others’ thoughts.  This is helpful for us in finding out how to deal with people who have these feelings, and to help them.”  

High School C, Female: 17 yrs

  ◘”Yes, yes. We need to understand if there is a special need, we must change our attitude if we are going to communicate.”

 High School B, Male: 17yrs

  ◘Yes, we can analyse the various factors, and their influences on A-Hsiang.  We also share different point of views about him from other groups.
High School C, Female: 17yrs

In the following two questions: 

1. Do you like the TIE teaching approach? 

2. What kind topics would you suggest for the TIE team to select for a new TIE programme? 

Students’ answers reveal, more or less, that a TIE programme encourages students’ emancipation, creativity, individuality, and understanding of the world.   May (1975) says that, creativity changes the self-world relationship, to some degree, and it expresses a wholeness of experience.  The lived experience helps people to perceive and reproduce the world around him through his own vision, which is evolved by his encounter with reality.  

  ◘”TIE is more interesting and lively than lectures and written texts.  It’s especially interesting to have conversation with the characters.”

High School C, Male: 17yrs 
  ◘”It was live broadcasting!  I like the dream monologue, which increased my interest in A-hsiang.”

High School C, Female: 17yrs

  ◘”Well! I have the experience of symptom of melancholia, so I can identify with it.”

High School B, Male: 17yrs

  ◘”The hot-seating and forum theatre are very interesting. I have never experienced them before.”

High School C, Male: 17yrs

  ◘I like it, and feel interested, not only watching the performance, but also discussing, analysing, and making suggestions. And the most interesting things is students going to act; our classmates are so smart.” 

High School C, Male: 17yrs
As for answers to the question: What kind of topics do you think are suitable for use in a new TIE programme?  Students suggestions were in the table on page 178. 
These answers are from senior high school students.  Whether it means that the young people encounter these problems, requires further research e.g. the gender issue is a difficult one to deal with in schools.  Do we allow open homosexual relationships in school, for example? This issue is not only important for students, but for school teachers and administrators.  These answers give us inspiration and provide guidance to develop new and different topics within TIE programmes.       

From the process of the TIE programme ‘The Choice of A-hsiang’, students understand that knowledge comes not only from written documentation and books, but also from the lived experience.  And, they gained very broad conceptions, not just partial knowledge.  But, I think the most important aspect of the work was that most of them focused on the main point: the ‘human being’.  

Thus I regard TIE pedagogy as action education, using affection to lead students into rational cognition and emancipation.  It enables them to become autonomous, reflective and active learners. 

7  Conclusion: Dialogue between TIE and Individuation

TIE takes the elements of theatre and applies them to education.  The paramount aspect of the process is ‘dialogue’, the purpose of which are the notions of interpreting, communicating, and understanding each other, which all are relevant aspects of dialectical thinking.  Students introspect and internalise through a concrete, lived experience, and because they know the story is situated in a fictional world, they welcome opportunities to find and develop their voices – to ‘speak’ out. Through talking and discussing, they redefine and readjust their thinking to form a new conception or knowledge. 

Although the TIE programme is devised by the TIE team, but the outcome is shaped by all the participants, i.e. students, the school as well as the TIE team.  The purpose of the TIE programme is to demonstrate how many of the issues will be experienced personally by the students in the real world thereby creating the notion of the ‘integrated existence
’ of drama and society.  

I think there is no boundary between affection and cognition within the agency of art.  TIE is active education, which utilises the process of enabling students to shape self-awareness and individuation in the company of others.  It is not simply a teaching strategy, not art for art’s sake; it is an approach to develop subjectivity and individuation within a social, caring context in which they debate and consider important issues in early 21st Century Taiwan.  The main purpose is to help people ‘know themselves’, emancipate themselves from the dominant culture, develop personal identity and discover the vital meanings of life.

TIE is implemental praxis for everyone, not only for school, it is also for other, different communities, e.g. adults’ lifelong learning, the self-awareness of marginalised and excluded communities, and subordinated groups.  Certainly, it has limitations when seen within the context of the current Taiwanese school curriculum – the relatively small audience, for example, which protects the intimate nature of the work, the length of time required to deliver a programme (usually an hour for the compound stimulus before the theatre company visit, a two-hour session by the company and at least 30 minutes of follow-up work on the issue in subsequent lessons) and the requirement for a suitable and large-enough space; all these conditions need to be planned, arranged, and negotiated.  But, it is worth doing as I learned when I observed the transformation of students, evidenced in the written material they produced as well as the contributions made in discussion.  I would claim that the TIE processes revealed and enhanced their subjectivity and developed their individuation.   
Endnotes

Chapter  5  TIE as Pedagogy for Opposition

1  Introduction

Questions to the social incident 

In choosing a topic for the TIE programme, I have chosen two social incidents which illustrate how this art form could be applied to the problems within society.

Many news stories appear in newspapers or on the TV news every day. Although the news media reflect social phenomena, these reports also reflect various kinds of contradiction and conflict which exist within society and its members. We constantly try to come to terms with and, ideally, resolve these contradictions.  Some are solved, but others are not; this situation repeatedly produces dialectical recycling which moves within our psyches as we wrestle with the ethical and other dilemmas which we encounter.  Recognising from these incidents both the conflict and discrimination which exists within society and the ways in which these phenomena affect us, the question arises as to how we can better understand and, perhaps, resolve them.  Looking at such incidents, I feel the topic matter for TIE lies everywhere.  Although I use the title ‘TIE As Pedagogy for Opposition’, I am not using the word ‘opposition’ in a hostile way but as a basis for examining the incidents and putting forward reasonable theories for helping to resolve them satisfactorily for those involved. 

As in the earlier chapters the two cases discussed here are contemporary ones.  One is the ‘White Rice Bomber’ of 2004 and the other one the ‘Red Clothes Troop’ campaign in 2006.  Both are relevant to ‘citizenship’.  The TIE team
 had planned to do a programme on ‘citizenship education’ since 2005, and started to do so in May 2006, but it was very unstructured, until the ‘Red Clothes Troop’ incident tied us tightly into the programme; it was presented in November 2006.

2  The Case Study

Background

The two social incidents are as follows;

The first: the ‘White Rice Bomber’ in November 2004

Taiwan attended the World Trade Organization (WTO) on the 1st January 2002, in which the WTO took advantage of a bilateral agreement to push Taiwan into adopting open import conditions for products including rice.  But, Taiwan is an agricultural country which produces its own rice.  If rice there is imported, would the government protect those peasants who depend for their livelihood on rice production?

Ru-men Yang is from a peasant family, a simple and idealistic man. He repeatedly questioned the government’s agricultural policy which he believed did not show any proper concern for peasants and their interests.  He doubted that the bilateral agreement reached between the WTO and the Taiwanese government was fair and just to peasants.  Finally, Ru-men Yang took action.  From 2003 to 2004, on seventeen occasions, he set bombs with threatening letters and two notes attached: “Oppose Rice Imports” and “The Government should take care of farmers”, in different locations.  Two of the bombs exploded causing no injuries and minor damage
.  The police named him as a “violent one”.  On the 26 November 2004, he was caught, and the mass media labelled him “The White-Rice Bomber”.  He was jailed for 7 years, which caught the attention of the public especially human rights organisations, social activists, cultural workers, etc.  They held a press conference and protested; Ru-men Yang appealed, and the prison term was reduced to 5 years.  He received a commutation pardon from the previous President, Shui-bian Chen, on 21 June 2007.

The second: ‘Red Clothes Troop’ campaign in September 2006

The crucial issues which prompted this event were: the former President, Shui-bian Chen and his son-in-law, Chien-ming Tsao, being prosecuted for insider trading of stocks and shares, and his wife, Shu-zhen Wu being prosecuted for involvement in taking bribes.  In response to these acts, Ming-de Shi and De-feng He formed a protest movement, ‘Oppose Corruption’.  On 9 September 2006 they organised a public rally at four venues, the attendees at which proceeded to the presidential palace, before sitting in front of the plaza of the palace and demanding that Shui-bian Chen quit his job immediately.  The sit-in lasted for one week, and everyone dressed in red to express his/her discontent and fury with the greedy, corrupt acts of Shui-bian Chen.  Many people came and left continuously, e.g. career people, housewives, students, doctors, teachers, labourers, etc.  According to the news report, there were more than one hundred thousand people attending and the media subsequently called it ‘Red Clothes Troop’.

We judged that the complicated issues arising from these events were suitable for consideration by university students and adults.  We decided, therefore, to cooperate with the law school students of National Taiwan University
 as well as community university adults.  Through friends’ recommendations in June 2006 I contacted an associate professor, Hsiao-ling Wan, a young woman who teaches ‘The Philosophy of Law’ for junior students; I introduced myself and explained the TIE and the programme we planned to do on citizen education, and we also talked about the issue of the ‘White Rice Bomber’.  She was very interested and expressed her wish to cooperate with us, and said she would take a Shakespeare play as a case study, asking students to interpret the situation from the legal viewpoint.  She was keen to take me to see the place we could use for the programme.  This was a lecture theatre with audio-visual facilities and accommodating around 60 people.  It had a flat platform about 8 metres in length by 5 metres wide.  This was an ideal venue for the work I intended to do.

I asked Hsiao-ling about her students and whether they knew anything about the WTO.  Even though they were law students, she said she was not sure about this and that was why she wanted to cooperate with us and make the students more aware of social issues.  She informed me she had a total of 60 undergraduates in addition to 4 or 5 postgraduates, an ideal number for our purpose.  I provided her with documentation on the WTO, reports about the ‘White Rice Bomber’ and Ru-men Yang, and a written court verdict as material which could be studied by the students before our visit.  We also agreed that she would initiate a discussion with the students on the subject of the WTO before our visit.

Continuing with the research and development which began in July 2006, I invited a range of people - professors of sociology, social activists, social action organisations and lawyers, for example - to give lectures to the TIE team members.  This allowed us to understand more about the WTO and Ru-men Yang’s case from different points of view, thereby improving the emerging performance text.  I am influenced by John Somers in this attitude; he asserts that:

To achieve an authentic performed story which is significant for the target audience, it is necessary for those making it to understand as fully as possible the issues involved.  Periods of research on the topic, plus experimentation with the dramatic form which will carry the story are essential.  It is crucial that those working on the programme have ready access to individuals who have expert knowledge of the topic – by experience and/or training.  This advisory group can ensure that what is being created possesses the necessary qualities of authenticity.

(Somers, keynote speech, Taipei, October 2007)
 

We named this programme “Beautiful Life”.  The structure of the performance text was more complicated than any programme I had done before, a move springing from my presumption that university students are mature beings who should have an understanding of the concepts of civil society and citizenship.  I invited a guitarist, Yu-ling Chuang, also a social activist, to engage verbally and musically with the facilitator, Shu-huei Chen, during the programme.

TIE Programme on “Beautiful Life”

Issue: citizenship education and civil society practice  

Target Audience: Undergraduate students, Community University

Time: 150 Minutes

Aims: 1. To integrate experience, critical consciousness, and knowledge from a common public discourse 

      2. To foster the concept of cultural politics 

Outline of the Story: Mei-ling Wang, Ke-ren He, Wei Zhi, Xiao Feng are classmates in senior high school.  Mei-ling Wang graduates from the Law School at X University, and is now an intern lawyer.  She regards herself as a ‘law-abiding person’, and asserts that Ru-men Yang is a ‘violent person’. 

Ke-ren is an aggressive social activist who has joined social movements since she was an undergraduate.  Once at a party, she shows a documentary film which causes intense discussion. 

Wei Zhi is an individualist and self-seeking person.  He has no ideas about social affairs, and is intensely hedonistic. 

Xiao Feng is an honest person and she attends the ‘Red Clothes Troop’ campaign.

The scenario:

One day, they hold a party in Ke-ren’s home ten years after graduating from senior high school.  They recall an occasion when their classmate, Giang Chang, was punished, unfairly, as they thought, by the school.  The nature of his misdemeanour was unclear but there was a rumour which attributed the punishment to the fact that his mother was an aboriginal woman.  Suddenly, Mei-ling says that Giang Chang’s case seems similar to Ru-men Yang’s.  At that moment everybody became extremely vociferous and the words ‘fair’ ‘unfair’ ‘injustice’ could clearly be heard.

Characters: Mei-ling Wang, Ke-ren He, Wei Zhi, Xiao Feng, all 27-28 years old.

           Wei Chen (17yrs), Eng He (22yrs), Ping Yang (5yrs), Yang Ma-ma (28yrs, Ping Yang’s mother)

Scenario: (without dialogue, but is interposed by the facilitator and guitarist within prologue 1, prologue 2, and Scene 4, I will give more description.) 

    Prologue 1

[There is a screen on the wall near the up left stage for the purpose of projecting slides and films.]

The facilitator, and the guitarist, who was playing the guitar, talked to each other whilst they waited for the students to sit down.  The guitarist stopped playing and the facilitator began talking to the students. 

Firstly, she invited the students to watch some slides of both happy and unhappy images of children, family life and school life, whilst the guitarist played the guitar softly at the side of the room.  Afterwards, the facilitator took out a newspaper and read the headline “Unemployed father commits suicide with son by burning-coal asphyxiation”.  She then initiated a discussion amongst the students.

Subsequently, she proposed to the students three further topics for discussion:

1. When unemployed parents commit suicide with children by burning coal, how are the children’s rights affected?

2. Two girls, who study in the famous girls’ senior high in Taipei, were reported by an anonymous person to be in a lesbian relationship. One day, a drillmaster saw them walking hand in hand, and he reported them as well as placing them under surveillance.  His action aroused the fury of the other students.  The situation creates a conflict as to whether the students’ human rights are at odds with society’s attitude to homosexuality.  Therefore should the issue of homosexuality be discussed more widely in society? 

3. A popular TV programme in Hong Kong encouraged viewers to 

access a web site asking “Which actress would they like to have sex with?”  This caused resentment and criticism from feminist organisations and the rest of the media.  The TV station changed the   

topic right away to: “Which actress is the most sexually attractive in Hong Kong?”  

Although these actors are popular stars, the question arises as to whether that means the media have the right to invade their personal life by depicting them as sexual objects.  Might this be construed as committing violence against individuals by the use of words and imagery?  Does media violence, particularly aimed at women, reflect and reinforce the negative attitude to women in society generally?

In the discussion above, all the issues highlight the question of human rights.   So the term ‘human rights’ can be interpreted as a recognition that there is a conflict inherent between the individual and society.  The facilitator encouraged the young people to consider:

· What are the phenomena that create discrimination and inequality?  

· What does ‘fairness’ mean?  

· When someone uses scornful words to attack certain societal groups, for example, how should we respond? For example, one of our legislators claims publicly, that brides from Vietnam should have a physical examination to check whether they still have residual biochemical poison in their bodies.  What is this speech if not full of discrimination?  Can we restrain this rude and despicable attitude by exercising ethical judgement?  

The facilitator opened these topics for discussion.

    Prologue 2

After discussion, the guitarist continued singing a song concerning social action “Fire for Angry”; meanwhile the facilitator asked a technician to play a section of a documentary film showing an international protest group holding a demonstration at the 2005 WTO congress in Hong Kong,.

The documentary film is screened, and, the guitarist plays softly at the side.  The documentary film ends, the lights fade out; Ke-ren and Xiao Feng walk onto the stage and the lights fade in again, and the performance begins.] 

    Scene 1    
    Setting: the living room in Ke-ren He’s house

    Characters: Mei-ling Wang, Ke-ren He, Wei Zhi, Xiao Feng

    Time: 19:30PM - dinner time

    Situation: Ke-ren and Xiao Feng are watching the documentary film on the   

    WTO; Ke-ren attended that demonstration in Hong Kong.  They talk about 

    the demonsatation as well as Ru-men Yang’s 5 years prison sentence.  

    Ke-ren is very angry.

Xiao Feng off stage, Ke-ren on stage in still image.  The facilitator and guitarist walk in, and discuss the WTO and the Ru-men Yang issue with the students, asking: what is equality? What is justice? What is power and violence?  After the discussion the facilitator and guitarist exit, and the performance continues.  

Wei Zhi arrivies.  The three of them argue about the WTO as well as Ru-men Yang’s case.  Wei Zhi insists that Ru-men’s behaviour was wrong and he should be sentenced no matter how long the prison term; no one has the right to hurt other people even in attempts to right injustice.

Mei-ling Wang is the last to arrive due to her law internship involving a heavy workload.  The four of them start discussing the case in which Mei-ling is presently involved, focusing especially on item 279 of the Penal Code
.

    Scene 2

This scene depicts Mei-ling describing her present case in which she is representing the defendant.

Setting: a park in a community    

Characters: Wei Chen (accuser), Eng He (defendant), Ping Yang (oppressed child), Yang Ma-ma 

Time: afternoon 

Situation: Wei Chen, Eng He, Ping Yang, Yang Ma-ma live in the same community and know each other.  Wei Chen, aged 17, always bullies Ping Yang, aged 5, because his mother is Vietnamese.  Eng He dislikes Wei Chen’s attitude, and admonishes Wei for his arrogance; Wei does not accept his criticism, and they subsequently quarrel and fight.  Wei Chen takes Eng He to court.

    Scene 3   [Back to Scene 1]         

    Setting: the living room in Ke-ren He’s house

    Characters: Mei-ling Wang, Ke-ren He, Wei Zhi, Xiao Feng

    Time: 19:30PM - dinner time

    Situation: They are still arguing about the case of Wei Chen and Eng He.   

    Whilst they are talking about Yang Mama who is Vietnamese, Xiao Feng 

    suddenly says “This case is like Jiang Chang, whose mother was an 

    aboriginal woman.  One day he fought with a classmate and afterwards the 

    school expelled him from school.  Some students guessed the reason was 

    his mother being an aboriginal woman.  

There were four cases in their discussion:

1. The case of Wei Chen and Eng He.

2. The case of Jiang Chang, their classmate in senior high school. 

3. The case of Ru-men Yang.  He took action on behalf of the peasants.

4. The case of Ker Mama.  Ker Mama’s son died in a car accident, and she found there was a loophole in the law in that there was no legal protection for disadvantaged people.  Therefore, she tried to strive for a bill to establish “third party liability insurance”, campaigning for several years, and petitioning the legislator to present and pass the bill.  She also sat in protest in the Legislative Yuan for several years.  The Legislative Yuan finally passed the bill and it became law.

    Scene 4

There is a film depicting two scenes from Jiang Chang’s life.

1. When Jiang Chang was 6 years old, he was a primary student, and his mother was a teacher at the same school. He loved his mother very much, but he could not understand why his grandmother and aunt did not like his mother, and were always scolding her.

2. In senior high school, a schoolmate teases him about his mother, and tries to imitate the tone of aboriginal people, which makes Jiang Chang furious.  They fight. 

[The film is playing with no sound as the facilitator tells the story.  When the story ends, the guitarist plays for a short period, then the performance moves to scene 5.]

    Scene 5  [Back to Scene 1]

    Setting: Ke-ren He’s house, the living room

    Characters: Mei-ling Wang, Ke-ren He, Wei Zhi, Xiao Feng

    Time: 19:30PM dinner time

    Situation: The guitar’s music has stopped.  Four people come out one by 

    one into position and speak the thoughts of the characters they play.   

[Still image for 10 seconds, then they walk off the stage]

The guitarist plays the guitar and walks out with the facilitator from the auditorium.  The facilitator asks:

“Should we be silent? If we encounter such situations, does our being silent cause harm?”

“Are all men equal before the law?” and

“What is your opinion of these four characters?”

Afterwards, the facilitator asks students which character they would like to defend.  There were four small groups: 

1. Ke-ren He,

2. Mei-ling Wang,

3. Wei Zhi, 

4. Xiao Feng,

The four small groups separately hold a discussion with the four characters, the character appraising one group of their viewpoint on the issue under discussion.  Then, one member of each group get together to debate the issue with a member from the three other groups, adopting the stance of the named character.  In this way the different view points are relayed throughout the groups, I call it ‘the relay forum’.   

3  Critical Consciousness and Public Discourse by TIE

Theatre arts assemble elements of spoken language, images of visual art and sound, action, reaction, and even interaction in a performance site; it creates theatre from ideas to achieve the state of ‘content having become form’ (Marcuse, 1978: xii).  TIE takes the tenet of performance to lead audiences to become involved in the story, to meet characters, and to challenge existing attitudes and thinking.  It can achieve that quality of art which Marcuse (1972) says can subvert the dominant consciousness, the ordinary experience with which we take everything for granted without any reflection.   

Language and Experience

This is evident in both the spoken and written language we use to communicate everyday.  Even more, we can deduce from his conversation, who that person is, where he comes from, what he is, etc.  The language used in school is more directional and purposeful.  The meaning of ‘Directional and purposeful’ is that we need to carefully select issues from the real-life experience, which can stimulate and broaden students’ knowledge through dialectical processes and reflective reaction rather than accepting the dominant ideology.

For example, in the prologue of “Beautiful Life”, the facilitator raised three questions for discussion; the first one concerns a “child's human rights”, the second one “student’s rights”, and the third “the public’s rights”.  Each comes under the concept of human rights.  In response to the first question, most students agree that children have their own rights; parents can not treat them as ‘their property’.  It also emerged that students felt that education taught us to obey and follow what adults’ – their seniors, parents and teachers, for example – dictate.  This obedience is represented as ‘respect’.  The facilitator then posed the questions: “what is respect?”, “Why do you take that ‘respect’ for granted?”, and “Can anyone tell me how you respect your parents except by obeying?”  The programme presents the what, the why, and the how of this topic for students to engage in more dialectical thought, as well as considering the nature of the relationships between their seniors and themselves.

Concerning the second issue, there are more varied thoughts and detailed debates between the facilitator and the students:

Facilitator: What are your opinions on the issue of homosexuality in senior high school?  Should it be forbidden? Or ignored?  

    Student A: Do you think homosexuality should be forbidden in school? Is this your intention?  

    Facilitator: No, I don’t.

    Student B: The school should have a counsellor to help students deal with this situation instead of punishing them, and there should be norms to regulate students’ behaviour, otherwise there will be chaos. Most schools set regulations for boys and girls’ behaviour in school, for example.

    Student A: Why should a school have a student counselling system? What is that for? We have so many regulations since we are very young, can’t we just trust children? What is wrong with homosexuality?  Just leave it alone.

There are many diverse dialogues, which are in forms of opposition.  Giroux (2001) writes about radical pedagogy as a form of resistance, he states that;

Educational work at best represents a response to questions and issues posed by the tensions and contradictions of public life and such work when critical attempts to understand and intervene in specific problems that emanate from the material contexts of everyday existence. 

(Giroux, 2001: xxvi) 

We can read about similar topics such as those mentioned above everyday.  Although we feel something is wrong, most of us will unconsciously remain silent. Why?  ‘None of our businesses’ is the selfish attitude people adopt because it is too much trouble to become involved.  The mass media will debate such issues, but the school learning experience generally excludes them.  Opportunities for students to raise them are limited because traditional teaching is dominated by the ‘one way transmission model’ which makes it difficult for teachers to be open to student initiative and responses.  Much of the success of any debate therefore would depend on the extent of the individual teacher’s enthusiasm and receptiveness.  But the same information on social issues is carried within TIE programmes which absorbs them into its unique art form and transmits them to an audience as provocation.  TIE subverts traditional teaching, and takes students into the context of the programme using their own language forms, their own communication systems and referencing the story in their own experience.  The TIE programme therefore heightens the common and accepted experience of a student audience.  

Pedagogy and Human Agency

Rogers (1980) points out that there are eight main characteristics of the traditional mode of teaching.  They are generally characteristic of current teaching approaches in Taiwan.  He writes:

1. The teachers are the possessors of knowledge, the students the expected recipients.

2. The lecture, or some means of verbal instruction, is the major means of getting knowledge into the recipients.  The examination measures the extent to which the students have received it.  These are the central elements of this kind of education.

3. The teachers are the possessors of power, the students the ones who obey.

4. Rule by authority is the accepted policy in the classroom.

5. Trust is at a minimum.

6. The subjects (the students) are best governed by being kept in an intermittent or constant state of fear.

7. Democracy and its values are ignored and scorned in practice.

8. There is no place for whole persons in the educational system, only for their intellects.

    (1980: 295-297)

If the eight characteristics of the traditional mode of teaching are used as a basis for identifying the processes of a TIE programme, the characteristics of TIE as ‘opposition’ is immediately evident: 

1. The actor-teachers and the facilitator open up the knowledge in ways which allow the students access it in their own ways.  

2. The process of TIE allows students to encounter a fictional story situated in lived experience.  Knowledge is stimulated by the actor-teacher, but it is constructed by the students themselves.  And, the assessment is not done by written examination, but by the reaction, interaction, and cooperation during the process. 

3. The TIE process shares power with the students; the actor-teachers and facilitator are in a more equal relationship.

4. Autonomy of thought and action is employed during the process.

5. Trust and commitment is developed as an essential requirement.

6. To become involved in the learning offered by the TIE process, the students must develop concern and a positive attitude.

7. Democratic processes are embedded in TIE practice.

8. TIE engages not only students’ intellects but their ethical awareness.  TIE provides an opportunity for students to learn through dialectical and reflective thinking.
Giroux is pessimistic about schools being sites in which change is encountered.  Although he acknowledges that development has occurred, he feels that ‘[S]chools are no longer considered a public good but a private good and the only form of citizenship increasingly being offered to young people is consumerism’ (Giroux, 2001: xxii).  

In such contexts, TIE can be used as an alternative theatre art which can illustrate life’s problems through the presentation of a life scene, in ways different from main stream theatre.  TIE pedagogy provides a concrete learning setting, an ‘as if’ dramatisation to which students can respond individually and independently, grasping the meaning by themselves.  It is not like textbook learning in which the author writes from an single and accepted viewpoint, and most teachers use the textbook merely to reach and press home speedy conclusions.  The knowledge is dead because learning is not subjected to the students’ reflective and analytical processes; the knowledge is therefore not intrinsic.  In TIE, the learning topic derives from live, pertinent social issues.  It absorbs issues into and radiates them out of an art form. 

In scene 3 of “Beautiful Life”, the four characters argued four cases arising from the conflicts in their society; 1. The case of Wei Chen and Eng He; 2. The case of Jiang Chang, their classmate in senior high school; 3. The case of Ru-men Yang’s, who took action on behalf of the peasants; 4. The case of Ker Mama.  I called these cases “uncertain historical events”, i.e. the value of each case is not an end in itself; it is a starting point for another story.  All these cases were transformed into a performance text using theatre techniques which enhance the atmosphere and impart a sense of theatre as art form.  The theatre images stimulate students’ prior knowledge, experience and feelings which motivate them to become involved in the interactive discussion of issues based on the performance text. 

These students are very eloquent, and they debate eagerly the ‘what’, ‘why’, ‘how’ and ‘as if’ amongst their fellow students, the facilitator and, sometimes, the guitarist.

As motorcyclists, many students can relate to the fourth case concerning Ker Mama’s son and his accident.  They know they have protection from the statute, but most of them did not know the procedure by which the statute came into being until the TIE programme presented this to them.  This was also so for the facts underpinning WTO matters and the Penal Code Item 279 incidents also captured in this programme.  During the discussion, students found that the human agency in each case was revealed, i.e. how when humans are pushed to the brink by unfair and unjust behaviour their natural reaction is to take action to improve their own and others’ situation; Ker Mama, for example, took action to strive for the bill and Eng He took action to ensure equal and humane treatment for Ping Yang.  Giroux states that a theory of citizenship education ‘will have to combine historical critique, critical reflection, and social action’ (Giroux, 2001: 193). 

When our lives including our education system are in thrall to a ‘technocratic rationality’
, everything is geared to market-oriented efficiency and management function, and human beings become more and more mechanised in their reactions.  People are educated to ask “what is my dream?” or “how can you make your dream come true?” rather than “what is the ultimate purpose and ideal of human life?”

When I chose the topic ‘citizenship education’, my assumption was quite clear that humans have a responsibility for both individual and collective negotiation and renegotiation of ethical values, which form the fundamental skeleton of human action and agency.

In the “Beautiful Life” programme we let students choose which characters they each wanted to defend.  Therefore, there were four groups, with the character being defended attending his/her group.  Students concentrated closely on discussing the story and dialogue, analysing the personality of the character and arguing about what happened and why in the social cases which formed the content of the performed text.  The character joins the discussion in role.  The students are in communication with the character and each other and are active in the process as well as actively constructing their own cognitive processes and knowledge.  No one pushes them to say anything; they do it because they wish to.  The TIE programme presents the opportunity for them to explore issues embedded in authentic social contexts, giving them sufficient time to analyse the condition, and to integrate experience, critical consciousness and knowledge within an open and public discourse.  The teaching looks ‘not only to what we teach, but also to how we teach and how we arouse the interest of our students’ (Bruner 1977: 70).  

Bruner (1977) comments:

Giving the students a sense of discovery, translating what we have to say into the thought forms appropriate to the child, and so on.  What this amounts to is developing in the child an interest in what he is learning.

 (Bruner, 1977: 73)

Was I too optimistic?  When I heard their comments from the four small group discussions, I knew my optimism was justified.  Before they did ‘the relay forum’ activity, each group shared what they had discussed and suggested by writing notes on a large sheet of paper, revealing their concerns and opinions about both the characters and the social cases they inhabit.  The group of Wei Zhi commented;

    Students: There are selfish men in the world.  It is normal that everyone is out for himself.  We thought that Wei Zhi was not so selfish, because he said that society should have general regulations or rules properly to maintain public affairs and interests, and we agreed with him on that point.  So, we suggested that maybe he could adjust his behaviour to care about disadvantaged people.  For example, he could donate money to an orphanage or other good cause.

I noticed the content of what they said implied a language of possibility, e.g. their suggestion for Wei Zhi, “maybe” he could donate money.  Changing society is a long term goal, but changing the mindset is the first step, and these students had begun to apply their own intellects to the problems of society.

4  IS TIE a Magic Power? 

How can TIE foster the concept of cultural politics? 

Theorists of critical pedagogy regard schooling as having an important role in cultural politics; that is, schools are not value-free and neutral institutions that play an apolitical role in transmitting knowledge.  Schooling involves power and pedagogy, that is, school is a cultural site in which its ideology is shaped by power, history, cultures, and politics.  But the ideology now is dominated by ‘the growing preponderance of a free market economy and corporate culture that turns everything it touches into an object of consumption’ (Giroux, 2001: xxiii).  These theorists think that schooling is a cultural site, and that education should be a cultural action, a cultural practice; teachers should face these challenges and construct their own pedagogies to allow not only students but also themselves to question and help influence the direction society takes.  Therefore, the teachers should let the students understand not only “what is?” but also “why is it so?” and “how might it be different?” from a variety of perspectives - hegemony, historical and cultural background and politics for example.  For teaching exists within an often hidden (or ignored) framework of cultural politics.  As McLaren clearly points out, effective education can be seen as:

… a pedagogical enterprise that takes seriously relations of race, class, gender, and power in the production and legitimation of meaning and experience.

(McLaren, 1988: xii) 

“Meaning” and “Experience” signifies that if the knowledge does not arise through self-reflection, the experience will not be heightened and the resultant knowledge will not be intrinsic.  Therefore, the subjectivity is the main core for an individual’s development. 

I think that is the key: “the subjectivity of individuals”, i.e. how do we help the students develop their powers of subjectivity?  Giroux made some suggestions for radical educators about how they should start to investigate forms of resistance in schools, and I quote one example as:

… in what way do specific forms of resistance manifest themselves and what is their relationship to determinants in the wider social order? (1981: 30)

Although this suggestion is a good starting point, I still regard the practice of educating students through theatre as a vehicle which can be used to subvert the dominant culture.  The other art forms can achieve this, but it is especially so for theatre and drama as they liberate people gradually during their processes, and the emotions are liberated.  Without the engagement of the emotions and intellect little can be achieved in changing attitudes. 

During ‘The relay forum’ activity in the programme of “Beautiful Life”, the students become the character in the story, and they immersed their personality in the role, and considered how he can interact with the other characters.  They must be very concise because there are no boundaries, no fixed answers; every aspect of the situation is under their control.  Students’ feelings are involved in much of the process, and they gradually develop their own cognition; observational evidence would suggest that they responded deeply and seriously to the experience of the programme.  In this programme, there were four groups, each based on a different character.  There are, for instance, many Mei-lings in a group, so when they play “the relay forum”, the Mei-ling group will have to open their minds and adopt a different stance which will be reflected in the emotions aroused and transferred to the dialogue, a phenomenon of multidimensional interaction and exchange.  Marcuse claimed for art and revolution that: 

The subjectivity of individuals, their own consciousness and unconscious tends to be dissolved into class consciousness.  Thereby, a major prerequisite of revolution is minimized, namely, the fact that the need for radical change must be rooted in the subjectivity of individuals themselves, in their intelligence and their passions, their drives and their goals.

(Marcuse, 1978: 3-4) 

After the forum, we invited those students who played characters to come to the front, and share their thoughts about the changing of roles within the story.

The students responded:

Student A:  I did not change a lot, because my personality is quite like Mei-ling’s.

Student B:  I was Ke-ren, and maybe personally, I was quieter, seldom attending 

public affairs.  For me I changed a lot, I felt that I was willing to speak 

out for myself, even for other people.

Student C:  I was Wei Zhi, well, I was not so selfish, and in our group we tried to 

persuade Wei Zhi that he should do something for society, like making 

donations to disadvantaged people, not just going to bars or parties for 

fun. So when I played his character, I tended to respond in that 

direction.  I found that there was a different atmosphere from that 

created by the actors’. 

    Student A:  Yes, I noticed that also, we were not so tense. 

    Student D:  I was Xiao Feng, I felt she looked like my mother, a very sincere and kind person.  It was not me.  I was careless, always forgetting things that should be done.  When I played the role, I must think about how kind she was.  It was interesting the way I thought “as if” I was Xiao Feng.  Would I have attended the ‘Red Clothes Troop’ campaign?

Theatre provides the opportunity to employ creative and imaginative powers in the interpretation of and response to a flexible story.  Everyone always has the opportunity to revise it.  Craig (1962) said the second thoughts are best and this kind of dramatic experience provides opportunity for re-examination and changed decisions.  This implies that TIE has many possibilities, even if it has been performed many times, the active involvement of the audience means its assumptions can be challenged and modifications introduced which improve the story and its outcomes.  A similar philosophy is required in schooling.  Students are individuals who display, if allowed to, difference.  How can the teacher encourage them to express themselves, in order to reflect their own societal and cultural background, and not just compete with and be compared to others?  Unless we reject the existing circumstances, it will be difficult to make schools a really democratic, public sphere.  We should take advantage of resources in society such as theatre artists, applied drama groups and use TIE as an approach to foster and the concept of cultural politics in the context of a range of conflicts and struggles.  Although it may take time to achieve this in Taiwan, it is well worth pursuing such a strategy within the school system in order to develop more autonomous learners – and citizens. 

5  Conclusion

TIE is alternative theatre; it dwells in the dual worlds of educational and cultural practices.  Although it is not easy to shake the ideology of schooling dictated by a dominant culture, it still has a chance to be impacted and influenced by a different pedagogy.  In the furtherance of this objective, the TIE team should explore all possibilities for promoting itself.  This programme was for mature students and adults, so the content we chose, the language we spoke, the images of slides and films we showed were more profound, but the story was from our daily lives and for that reason the students become easily involved in the situation, proving they could take up a role within the programme and empathise effectively with that character.  

From this programme, I will refer to certain points:

Firstly; There are the 6 tenets of TIE which I categorised and mentioned in chapter 1, and now reiterate:  

1. research and development tenet; 

2. political consciousness tenet;

3. theatre arts tenet; 

4. identity tenet; 

5. interactional, cooperative, and dialectical tenet; 

6. social learning tenet.  

When we, the TIE team, start to plan and devise a programme, we are ever 
mindful of these tenets, for they guide us in posing questions to the students 
as well as helping us associate their experience with the issues on which we 
focus.

Secondly; the possibilities of creative debate.  For example, when students put forward opposing ideas they may well persuade another student to change their attitude, thus that student is stretching his mind to accept a different point of view.  He takes a risk in using his imagination which is what   makes us human.  Taking risks initiates change in society.

Thirdly; the subjectivity of the individual will be released through the process of the TIE programme.  The TIE programme is not only participatory, but also emancipatory.  Even if they are mature students, they are still framed by habit, precedent, school regulations, family expectations, and society’s needs which can mask their true nature.
Fourthly; do not be afraid of discussing political issues.  The individual has rights to an opinion, as well as the state.  We can analyse and criticise, but we must not dictate students’ opinions.  If we wish to develop a democratic public sphere, we must allow students to develop an association between the individual and the collective by themselves.  In the TIE context, the collectives addressed can range from the school community, the family, the work setting and the wider society. 

Afterwards, the TIE team had a meeting and discussion with the associate professor, Hsiao-ling Wan, and she told us that when teaching a course through textbooks and adding discussion with the students, according to the book’s content the dialogue was always very ‘rational dialogue’.  This was her first time watching the TIE programme, which took political issues and mediated the theme of citizenship education and civic society practice into students’ learning.  For her, theatre’s ability to engage the emotions whilst discussing such tough topics was a revelation.  She also said the students were so involved in the programme that their reactions and responses were authentic and consequently generated new questions, answers and attitudes to the topic under consideration.  She would do the follow up in her class to extend some of the political issues for the law students.  Her response encouraged us to move on.    

Endnotes

CH  6  General Conclusion

1. Conclusions

This research conclusion is based on the research aim to state it. 

Can the rationale of the TIE be implemented anywhere?

There are different cultures, government policies, and requirements for students, e.g. the different schools’ scale, numbers of students and timetables make different working procedures between Britain and Taiwan.  The TIE Programme is in the very early stage in Taiwan; most of people do not know it and think that it is to teach people how to be an actor.  The barrier to fulfil the TIE programme is limited to the timetable of classroom, which it has lots of coursed to teach, and the TIE team needs to negotiate with school teachers at the beginning.  If the school cannot support for a long period, the effect for once is very little.  The Taipei He-te Primary School is a model for the TIE team whom trying to have programme into schools.
To review Taiwan TIE case by the lens of critical pedagogy in a school site

The process of TIE programme is a special learning experience for participants.  When I devise and facilitate the programme, most of the participants are encountering TIE for the first time, an opportunity directly associated with the outcomes of educational reform.  Until we had finished the TIE training programme, most adults had thought that TIE is purely a theatre performance in the school, or in the classroom,.  They had no basis to see it as an approach to teaching moral and ethical issues through theatre.  The purpose is to associate the topics presented with the students’ learning.  That is, the parent actor-teachers should adopt a character role during the process and should employ the role as an agency to lead the students to reflect and make them rethink the relationship between parents and children, especially the status and authority which Taiwanese parents typically hold in the home.  Similarly, the teachers re-examine their position and are encouraged gradually to adopt a less dominant and directive attitude. 

Although the topic is chosen by me and the team, most of the issues arise from the concerns of daily life.  All participants could relate to the scenario’s content through their own life experience rooted in their family’s historical background and their own individual development, which they intermingled to form a multi-faceted and complex lens.  This mode rarely, perhaps can be created within the traditional teaching format.

The process is interactive so that everyone who is involved in the programme is encouraged – in fact required - to question and rethink the issues arising from TIE’s forms of dialectical dialogue.  There was evidence that they enjoyed discussing the serious themes and did not become bored or lose concentration.  This, I think, is due to the fact that they were in a heightened learning situation which gave them a commitment to the issues raised.  This is to set up the relation, association and alliance created between the individual and the collective through the dialogue with TIE.  Like Freire emphasized that

             …the investigation of thematics involves the investigation of the people’s thinking---thinking which occurs only in and among people together seeking out reality.  I cannot think for others or without others, nor can others think for me.  Even if the people’s thinking is superstitious or Naïie, it is only as they rethink their assumptions in action that they can change.
               (Freire, 1970:108)
The students, whether in primary or senior high schools, or university, were the first to be involved in the TIE programme and they were strongly motivated to create dialogue in order to express their own ideas.  The more they debated the emerging questions, the more differing opinions arose.

As with the parents, it is a challenge for these actor-teachers to be in role during the extended process in a range of contexts – performance, hot-seating and in small group discussion, for example.

To explore the potential of TIE being a new teaching paradigm to help people to be transformed

Typically, when an audience watches a full production, an event which cannot be stopped for discussion of the conflict and crisis, the production finishes and he/she then leaves; there is no opportunity for him/her to extend the theme of the performance.  TIE does not relinquish the essence of theatre; the performance element serves as a potent agent to link the participants’ life experience and personal feelings with the story.  By halting ‘the performance elements’ at a critical moment, we allow the participants to find answers themselves.  Unlike traditional theatre, TIE involves both players and audiences in an interactive situation, thereby deepening the latter’s participation and intensifying and maintaining their focus on the events depicted.  The story of performance elements is from social issues, all participants interweave their thoughts and re-interweave them again, meanwhile they start to involve into the public discourse through the interactive process.
From the viewpoint of theatre, TIE is an alternative to mainstream theatre. From the viewpoint of education, it is an alternative pedagogy, which is in opposition to the traditional approaches.  These comparisons with theatre and education of traditional (and, in Taiwan, widely accepted) forms, reveal TIE to be more lively and challenging, due to the fact that the participants can interact with the performance story and characters, and the new ideas that arise from these dialectical dialogues increase their knowledge.  The TIE process has the potential to realise and recognise the unique character of each participant which gives rise to a multi-dimensional model of the learning process in which knowledge is gained from immediate, live experience and not from theoretical experience.
The transformation achieved is rooted in mental growth; i.e. we have a very clear desire to do something which will influence other people, for good.  We need, therefore, to consider why we want to transform things, how we will achieve that transformation and what are the outcomes we should pursue following the transformation.

For all of us, the reason we want to change is because our mind and body are in a mechanistic, habitual mode, created by routine work and the commercial materialism of our lives.  Many people’s life is like a living corpse, lacking in feeling and insensitive to the world.  We want to change because we want to empathise with our fellow man and our natural environment.  

But, the traditional teaching is a one way transmission that cannot help us to make changes, unlike the outcomes of the TIE programme.  I found that all participants gradually were transformed as a result of the process.  Each one of us started to discuss the event, the issue, and the story.  Meanwhile, we will discuss how people apply this more generally in their lives.  TIE provides us with the opportunities to feel, to reflect, to communicate, and to emancipate ourselves, and this is the prerequisite for transformation.  All three case studies verified that most students communicate within the dialectical dialogues, and the students’ knowledge was expanded by other students’ inspiration through words.  Even when they do not agree with each other, they accept other viewpoints, and that is the essence of democracy.
2  Reflection on The Situations: Strength and Weaknesses 
Certainly the way ahead is not smooth for the wider development of TIE activity.  There are problems of funding, of finding schools which will co-operate and of maintaining a permanent TIE team on an inadequate budget.  I will discuss some of these factors below. 

The Strength

The first strength relies on educational reform, which provides the chances for TIE to be involved in the school’s curriculum.  If the school feels happy with the outcome of the programmes, they are likely to want to repeat the exercise, especially as their perceived success could contribute to their achievement reports. 

The second strength comes as a result of my status as both a theatre professional and a teacher in the field of theatre.  The perspectives gained from these twin perspectives make it easier to write funding proposals in the period stretching from when I started to devise TIE programmes in Taiwan in 2003 up to the present day.  I have been well supported by government funding, agencies such as the National Culture and Arts Foundation, and the Department of Cultural Affairs, Taipei City Government.

The third strength is the quality of the TIE programme which I have devised.  Its effect was powerful and authentic, an outcome enhanced by the interactive nature of the programme.  It was praised by all.  In order to obtain government funding, professors were invited to evaluate the programme.  Their positive, supportive and complimentary comments were aired in the report and this was influential in sustaining my applications for funding. 

The Weaknesses

The government’s financial conditions are deteriorating and, as a result the government constantly cuts the education and the arts’ budgets.  We get less and less funding from the government, and this is exacerbated by the fact that TIE programmes do not receive box office income.  

My greatest concern is how TIE can achieve a sustained influence in schools.  Although I prepared a ‘teachers’ pack’ and materials for a ‘follow-up’ that the teachers could use to broaden the students’ relevant knowledge about the issues arising from the TIE programme, the TIE team members are outsiders, and just like a touring company, compared to the established culture of the school, they have a transitory influence.  We can feel and see the effect of the initiative during the process, but we are not aware of what happens after we have left.  I am really curious about this issue and it is a pity I cannot see the results of our involvement.  A longitudinal study needs to be undertaken to gather data on this aspect of the research.

For this research, I examined three case studies; the three cases were aimed at different target audiences (participants).  The first one is for the primary school; the second for the senior high school, and the third for the university.  From this empirical work, my findings indicate different needs for different ages.  For example, the primary school provides 9 years of compulsory education, where the students do not have the pressure of national examinations.  Most of them are generally happy, so we should nurture for them the idea of the importance of a moral sense of the world. 

The lives of the senior high school students are framed and scheduled by the family and the school.  Their purpose in this period is quite clearly the preparation necessary for gaining a university place, preferably at one of the top 10 universities.  Under such circumstances the students lose their subjectivity..  Therefore, the TIE programme helps the students to solve this problem through gaining a sense of their own identity.

The university students, although they are adults, and are influenced by outside factors - the school’s education policy, the commercial media, and the materialism of society, for instance, are rudderless on account of their lack of critical and judgemental abilities.  Therefore, they lose the quality and essence of being a citizen, and this in an educated sector of the population which should care more about society and make the world a better place by taking advantage of their abilities and role as intellectuals.  Therefore, the TIE programme is working with them on the political issues by dialectical dialogue to stimulate them to rethink the role of university students and intellectuals in shaping society.  

Although these target participants are different, I feel I should do more research work on comparing these students’ similarities and dissimilarities on subjectivity; even though they are of different ages. 

3  The Future Perspectives: Rooting the TIE Team in School

The TIE team comes from outside the school’s culture.  As a result, the initiative lacks the sustainable influence and association with the school’s culture which could provide a force for innovation in achieving a new school culture.  I think it regrettable that, although the team may spend a long time - 5 months at least - to prepare a programme, the effect is too brief to be influential.  Also, it takes time to unearth and encourage the students’ thoughts and ideas about democracy.  The teachers also need time to change their attitudes and to develop ideas and beliefs, which will transform them into ‘transformative intellectuals’.  Time is required if the whole school is to become a democratic, public sphere.  ‘Time’ is what we need; and I believe we should do some long-term projects involving TIE in schools.  
Suggestions

I suggest three directions for the future initiatives:

Support to help the schools organise their own TIE team 

This is the ideal situation as each school would have their own TIE team.  Those involved then can do the research and develop programmes which are most suitable for their students.  But teacher involvement is unlikely as they are already busy with their teaching and administrative loads.  It is productive, therefore, to associate with the parents committee, an important organisation in a school.  This committee can organise a TIE team and work with the teachers in synergy.  And it can work as the parents in the Taipei He-te Primary School organised a Parents’ TIE team.  The parents care about the children, their education and their welfare.  They also come from a range of occupations, many of which can be a useful source of fundraising.

    Set up a teachers’ TIE team

Why do I recommend this idea when earlier I expressed the opinion that teachers are too busy to take part in such an initiative?  My optimism springs from my experiences when teaching the ‘TIE’ course in the teachers’ in-service training programme at National Taiwan University of Arts in July and August in 2005 and 2008.  These teachers came from different junior and senior high schools; most of them teach music and visual art, and some teach other courses, Chinese Language, Chemistry, Social Science, for example; there were 38 people in one class.  Some of them were interested in organising a TIE team.  They were in consensus about the school culture in Taiwan and welcomed a shared initiative to change that culture.   They believed that a TIE team would allow them to address some important issues concerning school, focusing on both student and teacher experience.

To organise a TIE centre

Why do I believe that we need to organise a TIE centre?  It would be a resource centre where related information and social resources can be compiled - health information, child protection resources, for example - as well as serving as a TIE training centre, which arranges training programmes for the volunteers who are willing to be involved in the TIE programme.  And this centre should support the parents’ and the teachers’ TIE teams.  As I mention above of utmost importance is that praxis of TIE is advanced so that the development of practice is accompanied by the parallel development of theory, with the theory illuminating the deeper meaning of the practice and vice versa.  

I will take on the responsibility of cooperating with organisations and theatre companies, e.g. Cross Border Cultural & Educational Foundation, Assignment Theatre Groups, etc.  It is a collective work and cannot be done alone.

As the saying goes ‘Rome was not built in a day’.  ‘Time’ is what I require in order to do more work for advancing the praxis of TIE.     
Appendices

Appendix  1

Observer:

1、 Teaching Issue: “On-line Games”

2、 Observation Items:(On a rating scale of 1 to 5, 1=poor through 5=excellent)
 

	Category
	Observation Items
	1
	2
	3
	4
	5
	Remarks

	I【Emotional Development】
	(i)The students’ response to the performance story
	
	
	
	
	
	

	
	(ii)Concentration
	
	
	
	
	
	

	
	(iii)Positive and cheerful, attitude
	
	
	
	
	
	

	
	(iv)Role play and empathy
	
	
	
	
	
	

	II【Interactive Behaviour】
	(i)Communication, listening and expression 
	
	
	
	
	
	

	
	(ii)Interplay with the actor-teachers
	
	
	
	
	
	

	
	(iii)Interact with the peers
	
	
	
	
	
	

	
	(iv)To share with the others 
	
	
	
	
	
	

	
	(v) To Cooperate with the others
	
	
	
	
	
	

	 
	(vi)Aggressive behaviour
	
	
	
	
	
	

	III【Expressive Ability】
	(i)Speak with clarity
	
	
	
	
	
	


	
	(ii)The ability of understanding and thinking
	
	
	
	
	
	

	
	(iii)To involve in the discussion actively
	
	
	
	
	
	

	
	(iv)To give clear definition
	
	
	
	
	
	

	
	(v)The ability of making a decision
	
	
	
	
	
	

	IV【Improvisation】
	(i)The ability of improvisation.
	
	
	
	
	
	

	
	(ii)The imagination
	
	
	
	
	
	

	
	(iii)The response of the movement
	
	
	
	
	
	

	
	(iv)Response to the space
	
	
	
	
	
	


Review points by the observer: 

Appendix  2

2005  TIE Programme Series 2

Life Educaton: The Choice of A-hsiang 

Place: Heping Senior High School  Multimedia classroom C 

Performance time: May 15 , 2005 ( 13: 20 ~ 16: 00 PM) 

Students: 35 people 

Discuss these two questions: 

1. What are the main reasons which cause the problem, please list.

2. Have you experienced anything similar to A-hsiang, if yes, how did you solve that problem? If not, please give us your positive suggestions to help A-hsiang.  

The First group 

( 1) Family , teacher , classmate , friend 

( 2) Family: That parents give too much pressure of the lessons requirement. 

( 3) School: ＊The school should teach the relation, interpersonal relationships among classmates.  

＊The teacher's attitude does not trust him. 
＊Teacher is too subjective, she should listen to the ideas of student's 

 ( 4) Individual:＊ Individual character 

＊He is lack of self-confident. 

＊He should have identification with life values 

＊The parents seem to be care more about his younger sister.

The Second group 

( 1) Family: Parents expect too high, the relationship between parent and child is weak.          

( 2) Personal factor: He is so weak will that he can not insist what he want.  

( 3) The school : The problem is the teacher , and his classmate teases him. No one understand him, that is his fault, because he does not express his ideas and thoughts either friends or family.

                   The teacher should investigate further .  

The Third group 

( 1) Self-confident: his main problem.

(2) The teacher has old idea, an idea is too lazy to find out the truth and the fact.    

( 3) A-hsiang likes that girl too much so that he get hurt, he is too serious about the feeling.

(4) The family need calm down to communicate with each other, or chat while having a meal.  

( 5) The teacher should act as the friend with classmates, and parents do so. 

The Fourth group 

(1) Family: The father is cold and detached. Hope that father can care about him more. Mother’s attitude is wrong, looks like care about her son, but she is too dominant. 

(2) School: The teacher's mechanical impression, classmates are cold and detached.  The girl takes advantage of him because the pressure of the lessons. 

Suggestion: don't be constrained himself very much, plays sports, listen to the music and make a real good friend.

2005  TIE Programme Series 2

Life Educaton: The Choice of A-hsiang 

Place: Nanhu senior high school   Dance studio  

Performance time: May 17 , 2005 ( 13: 20 ~16: 00 PM) 

Students: 38 

The First group 

( 1) His classmates laugh at him, his parents' strictness, and his own caring too much about others’ thought, teacher's idea is old fashion, all these are factors.  

( 2) The teacher is not close to the students. And the classmates laughs at him, it has some reasons. 

( 3) The achievement does not represent everything.  Try to develop one’s own interests. 

( 4) He does not have his own style, even study hard, we still can find something to amuse ourselves. Do not compare with other people. 

( 5) The pressure is heavy. The interesting is very important, low spirits is not good.

Suggestion to his parents, to be accompany with him and don’t push him, listen to him.  And A-hsiang, you do need to be so pessimisticism.  If I were his friend, I will bring him to the mountain, and ask him to cry out for release the bad mood. 

 ( 6) Misunderstood : Propose the evidence 

The Second group 

( 1) Parents give him too much pressure           

( 2) Expect too much oneself

( 3) The younger sister does not know how to express understanding

( 4) The teacher treats the classmates inequality; to ask the teacher find out the fact.

( 5) Mother urges to see the son’s successful in life very much 

The Third group 

( 1) Inherent: Psychological factor and too pessimistic 

( 2) External: Family , friend , teacher 

Pressure from the parents is eager to see their son being succeessful in life  

Pressure from the peer, they don’t intention to have friends with him. Maybe A-hsiang is too quiet and cold that no one wants to stay with him. 

The teacher is big trouble. The school should fire her. She should solve problems not cause problems.

The Fourth Group

( 1) Parents' pressure 

( 2) The classmates are laughing at him.

( 3) The higher school has heavy pressure for the examination, but we need to find something else to have fun. 

( 4) The teacher has prejudice to A-hsiang. 

( 5) He gives his own pressure, he can communicate with his family constantly.   

( 6) To see a psychological doctor 

( 7) He can take exercises, and release his energy. 

( 8) Listen to the music, sing, chat , keep to write diary as a friend.

Or cries out, spends money freely, to eat and drink extravagantly. 

Appendix 3

Life Education: The Choice of A-hsiang  Questionaire

Name：                       Genden：              Age：
School：                       Class：                      

Welcome to join us the TIE programme today.  TIE is an interactive programme, and it takes theatre as catalyst to lead students to have a dialogue with each other. TIE interplay within a group through an issue and story to reflect the relationship between ‘I’ and ‘me and others’.  The process you have experienced today is the TIE programme. 
Please fill out the questionnaire about today’s programme as fellows:
1. Can you identify with A-hsiang’s story?       Yes     No         

   Why? No matter what you tick, please write down the reason.
2. Do you feel empathy for A-Hsiang?

3. Those characters in 【The Choice of A-hsiang】, which one’s personality do you think you have met in the real life, what is your thinking about?

4. Do you know about the depression and melancholia after watching the 【The Choice of A-hsiang】
5. Do you get any specific knowledge or information from this TIE programme?  Please explain what is it?

6. Were you curious about the compound stimulus before the TIE programme? What is your feeling about?

7. Do you think you got different ideas from the small group discussion? Please explain it? 

8. After the small group discussion, do you think that is helpful for your recognition? Can you explain it.

9. Were you able to understand the depression and melancholia from the psychiatrist’s explanation?

10. Do you want to ask the psychiatrist some questions, then, you decide not to ask.  Why?

11. Do you like the TIE teaching approach? Why?

12. What kind of topics will you suggest the TIE team to devise for different TIE programme?

13. Please write down your opinion, advice and suggestion to this TIE programme.
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He wakes at 6:10am, at 6:35am he catches a bus to school.  He must be at school by7:30am for individual study, He attends various courses from 8:30am to 4:30pm.  From 6:00pm to 9:30pm or 10:00pm, he attends cram school to bolster his weak abilities in some courses such as mathematics and English.  He arrives home at 10:30-11:00pm and goes to bed between midnight and 1:00am.











� ‘Promotionism’ can be defined as ‘seeking only advancement to higher levels, without regard to personal interests or true quality of education’.


http://www.sinorama.com.tw/en/show_issue.php?id=1996128512124E.TXT&table=2&cur_page=1&distype=


� See: http://taiwanjournal.nat.gov.tw/site/Tj/ct.asp?xItem=24403&ctNode=118


� This observation form takes the example from Moyles’ book Just Playing?: The Role and Status of Play in Early Childhood Education., but I modifies some parts for our own purpose for a general, not for a individual .





� Cram school: Students go there after school to reinforce their major courses of study, such as English and Mathematics.


� Li Yuan-zhe, a Nobel laureate and the president of Academia Sinica, which is the most prestigious research institution in Taiwan, leads the Ad Hoc Council on Educational Reform (CER).  The CER was set up on September 21, 1994, and it is a supra-ministerial reform agency which acts as a buffer between the government and the civil education group, and it is asked to review the whole education system, to set the framework for reform and generate momentum from below.


� Dewey, John (1897) ‘My pedagogic creed’, The School Journal, Volume LIV, Number 3 (January 16, 1897), pages 77-80. Also available in the informal education archives, http://www.infed.org/archives/e-texts/e-des-pc.htm.


� Dewey in his book ‘EXPERIENCE AND EDUCATION’ (1947) discusses the theory of experience.


� Gordon Vallins is the founder for the Belgrade TIE company at Coventry.


� City of Aberdeen Education Committee. The Curriculum of the Primary School. Quoted in Drama in Education: The Annual Survey No. 1, p.104, edited by John Hodgson and Martin Bantam (Pitman, 1972).


� Howard S. Becker wrote a paper entitled ‘Art as Collective Action’, in which he proposes the idea that art work is the products of artists as well as of the other related profession in the society, e.g. the water colour painting needs arts drawing paper, therefore, the manufacturer of the drawing paper is one of the facts.


� John Somers. Keynote speaker on ‘Theatre in Education’ July 2001, Taipei, Taiwan.  ‘Asia-link Conference ”Drama, Theatre and Education”’.  This was the first time we hold such conference on this topic; we invited Jennifer Simons (Australia), John Somers (England), Mok (Hong Kong), and Ma. Isabel A. Legarda (PETA) as keynote speakers and workshop holder.  It was successful and we got good reflection.


� Bond, E. (1994) The Importance of Belgrade TIE. SCYPT Journal, 27, pp.36-39, cited in Chris Cooper’s paper, (2004) ‘‘A struggle well worth having’: the uses of theatre-in education (TIE) for learning’, in Support for Learning 19, 2: 81-87.





� Compound Stimulus: one strategy of TIE programme, which is devised by John Somers.  It compounds various materials which belong or relate to the main character of the story.


� ‘Forum Theatre’ is devised by Agusto Boal.  The performance will be held by a ‘Joker’, and the audience can come on stage to modify the situation in the scene, make things better.  I take a skill from the Forum Theatre, i.e. the audience modifies the situation and improves it.  For example, students finish their discussion, and they think which scene should be changed, then the situation will be better, afterward they come up and role play in the scene, take action to change the scene as their suggestion that can be fulfilled in the real life, an ideal one.  But, I do not use the name ‘Joker’, still use the name, ‘facilitator’.


� Dialectical thought: reveals the power of human activity and human knowledge as both a product and a force in the shaping of social reality.  This is from Henry Giroux’s analysis of the Frankfurt School’s notion of theory.


� Quoted from Giroux’s paper ‘Rethinking the Nature of Education Reform’, in which he discusses computer technology as an influence on people’s life, career, education etc. he used a summarised Marcuse critique of technological thought. Giroux & Aronowitz (1986: 1-21).


� C Redington, (1983) ‘The Evaluation Project on “Race Against Time”’ in Can Theatre Teach? Oxford: Pergamon Press. pp.168-200.


� During the period 20 October to 5 November 2007, John Somers led TIE workshops in Taiwan at Taipei, Tainan and Kaohsiung, and at Peking in Mainland China.  I use these six elements to represent Somers’ interpretation as expressed in a handout.


� Mike Kay, artistic director of M6 Theatre Company, with Romy Baskerville, in an edited interview contained in Tony Jackson’s book, (1980) pp. 51-68.


� This paragraph is from Somers’ TIE training workshop, his description about the procedure of practicing a TIE programme.  The TIE training workshop was held by the Cross Border Cultural & Educational Foundation in October, in Taiwan, and held by the Oxfam in November, in Mainland China.


� Mike Kay, artistic director of M6 Theatre Company, with Romy Baskerville, in an edited interview contained in Tony Jackson’s book, (1980) pp. 51-68.


� In her book STAGES IN THE REVOLUTION: political theatre in Britain since 1968, Catherine Itzin identifies many significant, interconnected global events.


� John Somers’ paper ‘Drama as alternative pedagogy and its relationship with performance’. Presentation in HUDEA National Conference, 20 November 2004.


� Mike Kay, artistic director of M6 Theatre Company, with Romy Baskerville, in an edited interview in Tony Jackson’s book, (1980) pp. 51-68.


� Ibid.


� Peter Abbs (1991) ‘Preface’, in David Hornbrook, Education in Drama: Casting the Dramatic Curriculum, London, Falmer Press, p. ix.


� ‘New Nine-years Integrated Curriculum’ comprises seven major domains of learning, they are:


 (A) Language covers Chinese, English; to teach students comprehensive listening, speaking, reading, and writing skill; also to learn relevant cultural affairs; 


 (B) Health and Physical Education covers lessons on various sports skills, and knowledge of health environments;


 (C) Social Science covers lessons on history, geography, social systems, moral issues, political development, civil responsibilities, life applications etc.; (D) Arts and Humanities covers lessons of music, visual arts, performing arts, which to have great influence on students’ creativity, imagination, and  sensibility; 


(E) Nature and Life Technology covers lessons on ecological development, information technology, physical and chemical science, which can apply to everyday life;


(F) Mathematics covers lessons on conception of logic, the ability of operation analysis and organization, which can apply to everyday life;


(G) Integrated Activity covers lessons on students scouts, consultant activities, group activities, and outside school activities.


� The subject of Dance: In the new curriculum, ‘Dance’ is under the category of ‘Health and Physical Education’, but many dance educationists argued with the MOE and held the open forum to push the MOE to do the modification, which put the dance subject under the ‘Performing Arts’.


� The structuralist, Ferdinand de Saussure, focuses on a Synchronic analysis 


of language as a system or structure, meaning that he examines it only in the present moment, without regard to what its past history is, or what its future may be. (Analyses which do take time into account, and look at the history of changes within a structure, are called DIACHRONIC).


    Jonathan Culler writes on ‘Structuralist Poetics: Structuralism, Linguistics and the Study of Literature’, also states that ‘the synchronic study of language is an attempt to reconstruct the system as a functional whole, to determine, shall we say, what is involved in knowing English at any given time; whereas the diachronic study of language is an attempt to trace the historical evolution of its elements through various stages (Culler 1975:12)’.


    I think both synchronic and diachronic ways for surveying are important.


� National Archives Administration: “On November 23, 2001, the National Archives Administration was established.  Archives are the heritage of human wisdom. Archives management is very important in all of the developed countries. The relevant laws and regulations are enacted to reflect this status. In order to build a legal, standardized, and professional archive management in Taiwan, the Archives Act was promulgated on December 15, 1999, which provides the basis to build Taiwan’s archives management system. The enforced on January 1, 2002. The completion of the archives legal system and the establishment of the archives organization are milestones in Taiwan’s modernization of archives management.” http://www.archives.gov.tw/English/Publish.aspx?cnid=508&p=40


� ‘mobilizing and suppressing a rebellion’: Republic of China (ROC) is established as a country in 1912.  There is civil war between Kuomintang (KMT) led by Kai-shek Chiang and the Communist Party led by Tsz-tang Mao.  KMT is defeated and withdraws to Taiwan in 1949.  Taiwan is the base for counterattacking and eventual return to Mainland China, which becomes the ultimate governing principle.  The government proclaims that the whole nation is under the order of martial law due to the rule of ‘mobilizing and suppressing a rebellion’.  Taiwan was in a state of authority and monocracy under the Kuomintang (KMT), until 1986 when martial law release was proclaimed.


� Collective value: Our society always reinforces the conception of ‘to honor the state is everyone’s responsibility’.  We have many idioms to educate people from early childhood that the state and the family are more important than the individual.


� The Republic of China, Taiwan.  Taiwan is an independent country; even it is withdrawn from mainland China.  May 20, 2000 the Democratic Progressive Party (DPP) enters government, and tries to establish ‘national identity’ and ‘Taiwanese differencce’ in order to differentiate Taiwan from Mainland China, even though lots of Taiwan people’s ancestors were came from there.


� National Archives Administation. <http://va.archives.gov.tw/educationonline/advance/advance_1_1.htm>


� “410 Education Reform”: the event happened in April 10th, and April is the fourth month, we write ‘the fourth’ as ‘4’ in Chinese.


� The Executive Yuan: the highest level of executive branch in Taiwan.


� Hai-yuan Ju is the professor of social science in National Taiwan University.


� The seven universities are:


National Taiwan University has Drama Department both undergraduate 


and postgraduate school.


Taipei National University of Arts has Drama Department and Theatre 


Design and Technology Department for undergraduate and postgraduate 


school.


National Taiwan University of Arts has Department of Theatre and Applied Drama.


National University of Tainan has Department of Drama Creation and Application both undergraduate and postgraduate school.


Private Chinese Culture University has Department of Drama.


Fu-Hsin Gang College, it is under The Defence University. 


National Taiwan Junior College of Performance Arts is a college training traditional performer for 10 years long, e.g. Peking opera, Taiwanese opera, Ha-ka opera etc.


� CCA: It is the government organization which set the main cultural policy


for arts, also is the funding supporter for the individual and the group in  


    arts category.


� 228 Event: In 28 February 1947, the Kuomintang killed many innocent people 


for arresting drug dealers. February is the second month; the second in Chinese written is 2, so we call it 228 Event.


� Paradigm shifting: Paradigm shift, sometimes known as extraordinary science or revolutionary science, is the term first used by Thomas Kuhn in his influential 1962 book The Structure of Scientific Revolutions to describe a change in basic assumptions within the ruling theory of science. It is in contrast to his idea of normal science. A scientific revolution occurs, according to Kuhn, when scientists encounter anomalies which cannot be explained by the universally accepted paradigm within which scientific progress has thereto been made. The paradigm, in Kuhn's view, is not simply the current theory, but the entire worldview in which it exists, and all of the implications which come with it. There are anomalies for all paradigms, Kuhn maintained, that are brushed away as acceptable levels of error, or simply ignored and not dealt with.  When enough significant anomalies have accrued against a current paradigm, the scientific discipline is thrown into a state of crisis, according to Kuhn. During this crisis, new ideas, perhaps ones previously discarded, are tried. Eventually a new paradigm is formed, which gains its own new followers, and an intellectual "battle" takes place between the followers of the new paradigm and the hold-outs of the old paradigm.  It has since become widely applied to many other realms of human experience. The term has been adopted since the 1960s and applied in non-scientific contexts.


� I prepare two DVDs, one is on ‘Bullying’, a programme which took part in when I attended Somers’ MA Applied Drama course in 2000.  The programme was devised by MA students for Exwick Middle School, and I played the role of mother. The other one involves a TIE programme focused on multiculturalism, developed by MA students in 2001 for Exwick Middle School.  These two TIE programme are presented in different ways, I use them to explain TIE for parents.


� Yuan: the name for Taiwanese currency.


� PC home magazine is a popular magazine about computers, on-line games, and software etc.


� Internet Café: It is a shop with clusters of 20-30 computers, with broad band for internet working; people can use and pay by hour, 30 Yuan per hour now.  At the beginning, there was no regulation to manage these shops, e.g. the restriction of children, the time restriction for young people etc.  In 2002, the government set regulations for shops, e.g. the shop must be a minimum distance from primary and junior high schools, the age limitations, and the maximum time children should stay etc.


� Su Mama: ‘Mama’ is what we call mother, ‘Su’ is her husband’s surname, so we call her husband ‘Su Papa’, “Papa” being what we call father.  


Su Mama’s name is Hsiao-ping Lin, Lin is her surname, and sometimes children call her Aunt lin or Aunt Hsiao-ping.  In this paper, I use ‘X Mama’ and ‘X Papa’ to represent the parent.


� There are various on-line games. Each game has its own treasures; these treasures will be categorised into different levels, which have different values. People can exchange or sell at different levels by different currencies which are set by the game.  People will compete to reach the highest possible level.  Level attainment represents the person’s ability in playing the game.  On-line game playing is popular and very commercial industry in Taiwan.





� This is original quote from Giroux’ book. Eward Wynne, “The Great Tradition in Education: Transmitting Moral Values,” Educational Leadership, 43:4 (December 1985), p.7.Wynne’s conservatism is a far cry from the thoughtful way in which Hannah Arendt defined the ‘conservative’ nature of education.  She is worth repeating here.


� Games: During the workshop, we play many activities such as Defining Space, Collective Drawing, Still Image, Unfinished Materials,   Sound-tracking, Diaries, Maps & Diagrams, Sculpting, Simulation, Mime, Hot-Seating, Meeting or Interview, Role Card, Improvisation, Forum Theatre, Thought Tracking.


� The book, Education under Siege: The Conservative, Liberal, and Radical Debate Over Schooling, is written by Stanley Aronowitz and Henry Giroux. Chapter TWO has interpretation on the four types of intellectuals on pages 36-40.


� Original note ‘See Henry A. Giroux and Roger Simon, “Curriculum Study and Cultural Politics”, in this volume.  In Teachers As Intellectuals: Toward a Critical Pedagogy of Learning, p. 225.


� The Jung Tung Foundation is a non-profit organization.  Its’ guiding  


  philosophy is to promote the "Respect for Life", and its main objective is the 


  promotion of "Health for All" for the people of Taiwan.  During these years, the 


  stress of modern society has also taken its toll on the Taiwanese, leading to a 


  serious increase in suicide rates.  For this reason, the foundation has for long 


  been sponsoring series of activities dealing with stress management and 


  depression in its efforts to contribute to better mental health.  The programme 


  is not only for the young people, it is for all.  People can get information from 


  the web: www.jtf.org.tw.


� Depression: Almost everyone gets a little depressed at times, and a brief  


  attack of the blues isn’t necessary anything to worry about.  Sometimes, the 


  one will feel hopelessness, low spirit temporarily.


  Melancholia (medical condition): It is another name for depression.  If the 


  symptoms of depression persist then it could be clinical depression, whether a 


  severe or mild form of depression.  Any persistent depressive symptoms 


  need prompt medical investigation by a medical professional, e.g. mood 


  disorders, adolescent conditions, behaviour disorder


The data is from the web: www.wrongdiagnosis.com/medical/melancholia.htm


� These 10 senior high schools are Heng Yee Catholic Senior High School, Heping Senior High School, Nanhu Senior High School, Dazhi Senior High School, Lisan Senior High School, Chunglun Senior High School, Wanfun Senior High School, Minglun Senior High School, Jingsan Senior High School, and Chengong Senior High School.





� Individuation.  Based on Carl G. Jung’s definition, it is ‘the process of forming and specializing the individual nature; in particular, it is the development of the psychological individual as a differentiated being from the general, collective psychology.  Individuation, therefore, is a process of differentiation, having for its goal the development of the individual personality’ (Jung, 1923, p.561).


� Rex Gibson gives a definition of emancipation as: “gaining the power to control your own life” in the article ‘What is Critical Theory?’ in his book Critical Theory and Education, (1986) pp. 1-19.


� Transference, the word is first used by Freud; Carl G. Jung, an Analytical Psychologist, used it also, but he regards that the indivuduation develoment should be based in the collective contexts.  He thinks that transference is an expression of the feeling function, which may be central and all-pervading.


Rollo May believes it is not merely a displacement of feelings, but must be seen in the new context of an event occurring in a real relationship between two people.


� This paragraph is quoted by Henry Giroux from Heller, he argues about Pierre Bourdieu’s notion of ‘habitus’.


 Heller,A. (1974) The Theory of Need in Marx. London: Allison & Busby. 


 (1976) “Marx’s Theory of Revolution and the Revolution in Everyday Life” in The Humanization of Socialism: Writing of the Budapest School, ed. A. Heller et al. London: Allison & Busby.


� Integrated Existence is a term used by Rollo May.  It means that integrated existence should have interrelationship among the freedom, individuation and social integration.


� The TIE team consists of actor and actress from Assignment Theatre, and me.


� National Taiwan University is the leading HE establishement and it is the first choice of most senior high school students.  The grades needed for entry are the highest in Taiwan.


� The Cross-border Foundation and me, Taiwan as well as the Non-profit organization Oxfam and Yi-man Au from Mainland China held a TIE training programme in 2007.  In Taiwan it ran in Taipei from 19 to 21 October, Kaohsiung from 23 to 25 October and Tainan from 26-28 October.  In Beijing, Mainland China, the programme ran from 3rd to 5th November.


� Community University: this involves further education devoted to the process of adult life-long education.  The activities are open to the public and most of them are located in junior or senior high schools in Taiwan.


� Penal Code Item 279: “Indignant at the injustice”, allows in a case that, if an accuser is not seriously hurt, then the defendant is sentenced under this rule, which constitutes a decree which would mitigate a punishment.


� Technocratic rationality: from Giroux’s book Theory and Resistance in  


  Education: Towards a Pedagogy for the Opposition. (2001) p.3.
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