Yaratici Drama Dergisi
2011, Cilt 6, Say: 11 27

Egitimde Drama ve Sosyal Degisim: Teorik Bakis A¢ilarr™
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Ozet

Egitimde drama, gergek durumlar: tammlamay: saglayan bir aractir, bu durumlarin saptan-
mast diger egitim yontemleriyle zordur. Ozellikle de, drama siirecine given herkesin kigisel ve
sosyal gelisimi icin ok giighi bir arag hdline geliv. Bu makalede ¢ocuklarda, genglerde, yetis-
kinlerde kisisel ve miisterek sosyal sorumlulugu tegvik etmede yaratict dramanin nasil etkili
olabilecegini tartistik. Ornegin, tamamen demokratik olan adil bir diinya icin vatandaglik egi-
timi kavrami bunlardan birisidiv. Ancak, yaratict dramarn temel egitim teknikleriyle dar bir
alanda kullandmas: yaygindir: Bu makalede dramayla sosyal geligim, sosyal degisimin teorik
acilardan iliskilerinin kilit noktalarni tartigiyoruz. Ayrica dramayla baglantli-son derece iyi
tammlanmig ve boylece dikkatli bir egitim gerektiren-teknikler biitiin egitim pratigini tiimilyle
destekleyen amaglarin esash konular: ve degerleriyle yakindan iligkilidir.

Anahtar Sozciikler:Egitimde drama, sosyal sorumluluk, yaraticiltk, grup degisimi ve sosyal
degisim.

Abstract

Drama in education is a tool that allows the explanation of aspects of reality that are difficult to
address with other educational methods. In particular, it becomes a powerful tool for personal
and social development for all those involved. Here we discuss the possibilities of drama for
promoting personal and collective social responsibility in children, young people and adults,
for example, training in citizenship for a just world that is truly democratic. However, it is com-
mon for drama to be used with scant attention to any underlying educational techniques. Here
we discuss some key issues that show some theoretical aspects of drama in relation fo social
development and social change and how its associated techniques-which are very well-defined
and thus require careful training-are closely related to fundamental subjects of the aims and
values that underpin the whole practice of education.

Keywords: Drama in education, social responsibility, creativity, group and social change.

Egitim Hakkinda Diisiinmek: Amaglarin Onemi

Egitimciler olarak biz, davranmigimizi belirleyen degerleri, bir insan olarak goristimuzi,
aradigimiz gerceklik vizyonunu, yamt vermek icin aradigimiz ve gerceklestirmeye ¢aligtigimz
hedeflerimizi ve tiim bunlara karst olan durusumuzu tammlamaliyiz. Herkes gergekle ilgili bir

bakis acis1 seger ve bu da bizim davramslarimizi belirler. Neticede biz segtigimiz bu gercekligin
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ogrencilerimiz ve toplum i¢in doguracag: sonuglarm farkinda olmak zorundayiz.

Bu yilzden her egitim eylemi bir felsefi alt yapiya ihtiya¢ duyar ve desteklendirilir, bu felsefi
alt yap1 da bizim &gretme gérevimizi yonlendiren bir dizi kuralla yakindan iligkilidir. Bu felse-
fi alt yapilar bizim belirli yontemleri segmemize sebep olan ve kendimiz icin belirledigimiz
amaglarimiza ulagmamiz igin gerekli olan gergeveyi olusturur. Diger taraftan, koydugumuz
amaglarin egitim aktivitemizi diizenlemekte dogrudan etkisi vardir. Bu sebepledir ki, tarafsiz
egitim diye bir sey asla yoktur, bunun yerine her zaman bir amag ve hedef vardir (Nufiez and
Romero, 2003).

Diger egitsel yontemlerde oldugu gibi egitimde dramanin kullanimi da tarafsiz degildir. Onu
bir yéntem olarak kullanan kisinin (liderin) niyetine, insanhig1 nasil algiladigma oldugu kadar
caligmanin yapildig kiiltiire de baglidir. (Neelands, 2004; Motos, 2006).

Bu ylzdendir ki karsilik verdigimiz ve argiimanlarimizla amaglarimizi destekledigimiz

“gergekligin” nesnellestirilmeye ¢alisiimasi son derece 6nemlidir.

Bu makalede Ingiliz akimlarini egitimde yaratic1 drama ile kullanarak, bizim cok temel, Snemli
oldugunu diigtindiiglimiiz bir kisinin tiim egitiminde yaratict dramanin kullanim: tizerine dik-

kat gekmeye ¢alistik, ki bir kisinin tiim egitimi demek esasinda egitsel gérevin temel amacidir.

Egitsel Amaclar ve Egitimde Kisisel Egilimler

Biz, bireyleri izole varhklar olarak degil de 8zglir, sosyal, askin varliklar olarak gériiyor-
uz ve bdylece onlar sadece birer nesne olmaktan ¢ikiyorlar. Hig siiphesiz her bireyin sahip
oldugu “insan onurunun bozulmaz degeri” fikri, Bat1 kiiltiiriinde somut gergeklerle sorgulanan
bir durum. Dahasi, anlryoruz ki dzgiirlik ve sorumluluk birbiriyle el ele giden kavramlardir.
Mounier’a gore dzgiirliik (Bernabeu, 2006), bir taraftan bireysel sorumluluk gerektirir, ancak
diger taraftan 6zgiirliik, diger insanlara kaginilmaz bir baghhik anlamma gelir. Bu yiizden ne
kadar dzgiir olursak insan dofarmmzla uyum iginde olan secenekleri o kadar kolay secebiliriz
ki bu se¢eneklerden biri dediger insanlara ihtiyag duymarzi ve onlara kendimizi adamanmizi

saglayan sosyal varligimzdir,

Kisacast dzgiirliikk; onur, sosyal dogamiz, diger insanlara kars1 olan sorumlulugumuz ve
adanmighigimiz, kimligimizin tzerine insa oldugu temel dayanaklardandir, bunlari Snemse-
memek ya da bunlardan kaginmak kendi dogamiza aykiri olacaktir. Kimligimizi belirlemeye
egitimde kigisel akimlardan baglarsak (Mounier 1905-1950, Milani 1923-1967, Freire 1921-
1997), anlariz ki bir bireyin kendini gergekten farketmesi aynt zamanda 6zgiirlesmesi demektir,

Béoylece birey, bilgi ve eylem aracihigiyla, kendisi ve diinya arasinda &zerk bir biling gelistirir
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(Bernabeu, 2006). Boylece biz toplumun dogas) tarafindan ortaya koyulan, egitim énerimizde
var olan egitimdeki kisisel bakis ozelliklerini stirdiriiriiz ki bu oneri, topluma aciktir, aktif
ve elestireldir, demokratik katilimi tesvik eder ve son olarak da tipki egitimin en bagmdan
hedefledigi gibi insanlarin tam ve kolektif gelisimini saglar.

Bu arastirma makalesinde; s6z etmis oldugumuz amaglarla iligkilenen egitimde yaratict drama

pratiginin bazi temel yonlerini kisaca agiklamaya galigtik.

Egitimi Baglam Icinde Ele Almak

Gergeklige dair yaptigimz analizler bir dl¢iide egitimde yaptigimiz ¢alismalar belirler.
Bu yiizden, bu noktanm en ¢ok iistiine diigiilmesi gereken husus oldugunu diisiiniyoruz.
Milani, ¢alismalarma 6grencilerinin diinyaya karst ufuklarin: genisletmek i¢in onlan en ¢ok
endigelendiren somut gergeklikten baglardi. Egitim, hayatin iginden dogmustur; ancak kisiye
ya da gruba has kalmamustir, hatta bir bolgeye ya da ulusal bir gevreye bile ait olmamgtir ancak
egitim, sinifi dig dityanin durumuyla birlestirir, bu da bir tutum takinmay1 gerektirir. Milani’nin
giinliik gazeteleri sinifta birlikte okumaya ya da tarih derslerine verdigi onem herkesce bilinir.
Bu belirgin aktiviteler ¢atigmalarin, problem durumlarin nedenlerinin hem tarihsel hem de politik
arastirmalarinin ilk adimlanidir (Barbiana Okulu Ogrencileri, 1970). Egitimin net bir sosyal ve
politik boyutu vardir. Tipk: Freire (1990) gibi Milani de gergekle yiizlesmeye ve onu degistirmeye
giicii olan geleceZin vatandaglarini egitimle yetistirebilecegimizi dile getirir. Bu ylizden egitime
gereken 6nem verilmelidir. Freire ve Milani gibi, biz de her egitsel stirecin belirli bir tarih-
sel anla baglantilanmas: ve o dénemin i¢ine eklenmesi gerekliligine inaniyoruz. Biz, egitimle
insanlart kontrolii ele almalar i¢in, i¢inde yasadiklan toplumla iligki kurabilmeleri béylece de

daha adil ve merhametli bir diinya kurmalar: i¢in egitmeye ¢alisiyoruz.

Su anki tarihi anumiz diinyay: genel anlamda tanimlamada kullanilan anahtar kavramlardan
bir tanesi olan kiiresellesme siirecine kosullandirilmis durumdadir. Kiiresellesmenin en gok
bilinen 6zelliklerinden bir tanesi, diinyanin biiyiik bir kisminin birbirine bagli oldugudur, en
belirleyici gergegi ise aghiktan 6len, her birinin fakirlik derecesi birbirinden diisiik ve insanligin
¢ogunlugunu olusturan ugsuz bucaksiz sayidaki insan gruplaridir.® Gonzélez Monteagudo
(2003)’nun “Kiiresellesmekte olan sey, gelisme degil esitsizliktir.” deyip kiiresellesmenin dzel-
liklerini analiz ettigi fikrine katiliyoruz. Giinlimiiz diinyasinda aglik nedenli 8litmler, en yaygin

*Birlesmis Milletler Cocuklara Yardim Foru (UNICEF, 2008) diyor ki: “Ditnyadaki bebek dliimlerinin %50%i aghik problemiyle ilgilidir”
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6lim sebebidir. Bu korkung, acimasiz, insanhik disi gergeklik her giin gozlerimizin 6niinde
gergeklesiyor ve bizim vicdamimiz cevaplar® bulmakta bizi ¢aresiz birakiyor. Bu ashinda bu
gezegenin niifusunun ¢ogunlugunun i¢inde yer aldigi giinliik bir gergektir. Biz, diinya ¢apinda

gercek bir sosyal sorun statiisii kazanis bir gercekle kars: karsiyayiz.

Bu diinya durumunun aksine, bizim yagantilarnmiz sanki kimse ac1 ¢ekmiyormus gibi, sanki
tlim bunlar hi¢ de bizim sorunumuz degilmis gibi siirmekte. Bizee, her kim bu gercekligi red-
dederse onun vicdan muhakemesi sahtekardir. Her kadin ve erkek kiiresellesen diinyaya, ezilen
cogunluga karsi alacagi tavir konusunda karar verme hakkina sahiptir. Bu ylizden insankhiga karsi
olan degerlerin, saygili tutumlarin olusturulabilecegi, insanlarm kendi haklarini savunmalar
icin arzulu olduklari bir ortam yaratmanin énemine, bilinmeyene karsi yeni yanitlar bulmamizi
saglayan yaraticih@) gelistirmenin de hayati dnem tasidifina inamyoruz. Bu agidan egitimde
drama benzer ortamlarin beslenmesi, ahlak ve degerlerin 6gretimi i¢in uygun bir egitsel aragtir
(Winston, 1999).

Baska Bir Gergellige Duyulan Intivac

Bizim amacimiz sadece gercegdi anlamak degildir, aynt zamanda bu gercekligi degistirmenin
yollarini artyoruz. Aciklamis olugumuz gibi sorumlulugumuzdan kaynaklanan 6zgiirliigiimiiz
bizi bu kez de durumun sorumlulugunu almaya iter. Bu durumu Freire’nin pedagojisinde
kullanilan bir kavramla, “Umut dolu ger¢ekeilik”le tanimlayabiliriz (Freire, 2005). Kotiimser
olmaktan bir hayli uzak olan bu durum, daha adil bir gercekligin ingasinda aktif bir tutuma yol
acar. Demek ki gergegin analizi, bizi onu acilen degistirmeye ve bu degisiklige duyulan umuda
ikna eder.

Guiso Medellin (2003 in de agikladig1 gibi, Freire umudu gerekli ama yetersiz bir unsur olarak ifade
eder. Umut, tek basina diinyayr degistiremez. Ama diinyay: degistirmek istiyorsak da bunu umut
olmadan bagaramayiz, deZisim stirecini baglatmamuiz bile miimkiin degiidir. Ama siirec ve eylem
olmadan umut bozulur ve bu durum, “trajik bir umutsuziuk™ héline gelir, umutsuziuk ise degisime
direng gosterir. Umudun, tarihsel bir gergeklik olabilmest i¢in hakikatlere gereksinimi vardir (Freire,
1992, Guiso Medellin, 2003). Ogretmenlik yaptigumiz kusaklara gercegi degistirmekle ilgili cok
derin bir umutsuzluk 6grettigimizi sikhkla gozlemliyoruz, ¢ocuklar pasif olmayi, sadece izlemeyi

ogreniyorlar ve bu onlan dogal olarak hayatlart boyunca ¢ok bityiik 6l¢iide etkiliyor.

Egitim sayesinde bu gergekligin doniisiimiinii saglamanin yollarin anyoruz. Belli ki, egitimciler

*Diinya Bankas'min eski Bagkan Yardumcist bugiin Birleymig Milletler'in mda danigmam Jean Ziegler: “Biz giinbegiin gergellesen ddeta buz
tutmug umursamazligimizin sebep oldugu kasti bir katliama kargyrz. Aghk uzun zaman &nce kader olmaktan ¢rkmistir. Buna goz yummak
sessizce islenen bir toplu katliamdir” beyaninda bulunmugtin.{Ziegler, 2007).
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adma bu degisimi hem sinifta hem de dis diinyada destekleyecek net bir se¢im gereklidir.

Drama ve Doniisiim

Sosyal varliklar olarak dogamiz bizi yakin ya da uzak gergeklik hakkinda sorumluluk almaya
iten temel bir karakteristige sahiptir. Egitimde dramanin déniistiiriicii giicli bir taraftan birey
iizerinde diger taraftan ¢evre lizerinde yol agtif1 degisikliklerden kaynaklanir; kisinin ifadesini
zgiirlestirir, kisinin kendine giivenini artirir, digerlerine gliven kazanmasini saglar, dinleme ve tartigma
becerilerini gelistirir, diger yandan ise bireyin degismesiyle ¢evresi de degisir. Bu sebepten 6tlirii Nee-
lands (2004), dramanin déniigtiirticti gliclinii s6yle tarif eder: Drama deneyimi sayesinde kendisine
ortak bir kiiltlir olugturan grup, kiigiik bir topluluk héline gelir. Kisiler, yaratic1 dramada edindigi
deneyimleri dig diinyayla olan iletisimi esnasinda da kullanmaya baglar ve boylece doniisgiim
meydana gelir. Sosyal alanda ve egitim alaninda bir kurum ortaminin dramayla olusturdugu
sayisiz deneyim vardir (bunun 6rneklerini Dickinson, R., Neelands, J. and Shenton Ikégretim
Okulu, 2006°da bulabiliriz). Egitimde Aragtirmaci Drama biilteni (Research Drama in Educa-
tion) (bzellikle 13: 2 sayisi) bireysel degisimlerin cok belirgin oldugu, bireyin yasama zevkini
yeniden kazandig1, toplumu yeniden yapilandirmayi yeniden arzuladigr (buna dair bir drnek
Hazou, 2008°de bulunmaktadir) sosyal alanda biiytik ilgi goren egitsel deneyimleri derlemistir.
Bu dogrultuda dramanin etkinligini farkh deneyimler yoluyla toplumsal miidahale icin ortaya
koyan Balfour ve Somers tarafindan yayimlanan kitabi (2006) tavsiye edebiliriz.

Yaratic1 dramada siirekli olarak gergekligi sinariz ve birbirimizle ¢aligarak onu nasil
doniistiirebilecegimizi deneyimleriz. Gergekligi degistirebilecek olmamn verdigi deneyim,
degisime olan inancin ortaya ¢ikmasindaki asli noktadir. Diger taraftan drama oturumlarinda
gercekten demokratik olan bir deneyimi yasamak gercek yasamda demokrasinin nasil
olabileceginin adeta anlik bir gériintiisiinii verir; stire¢ i¢indeki tartigmalar esnasinda grup
tiyelerinin her birinin sdyleyecek bir sézil oldugunu gérmek, katilimlarina tanik olmak ve
herkesin katildigi ortak fikirleri, ¢alismalari, sorumiuluklari gbz Sniinde bulundurarak yeni,

miisterek bir gercekligin yapilandirilmasi bu siirecin bir pargasidir.

Boal (1982), dogru kullamldig takdirde dramanin 6zgiirlesme i¢in etkin bir silah olduguna
kanaat getirmigtir, biz de aynt durumun egitim icin gegerli olduguna inaniyoruz. Yaratica dra-
ma yoluyla gergeklik hakkinda sadece konusmakla kalmiyoruz, bdylece onu dolayl sekilde
degistirebiliyoruz. Dramayla ger¢eklifi dogrudan déniistiirmiiyoruz ama drama sayesinde
icinde yasayabilecegimiz gerceklik denemeleri yapip tecritbeler kazanabiliyoruz (Mato, 2006).
Bu dogrultuda Neelands (2007), grubun kendi deneyimlerinden yola ¢ikarak hayali baglamlarla
calismasinin, gergeklifin degisim ve déniigtiirmesinde etkili oldugunu, siirecte dramanin bir
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arag olarak kullanildigim savunur. Hepimiz farkindayiz ki degisim tizerine ¢alismak bile bu
konunun pratigini yapanlarin tizerinde gergek bir degisime sebebiyet verir. Boylece doniisiimiin
miimkiin oldugu fikrine kalpten inaniniz. Ya da Freire’in siklikla ifade ettigi gibi séyleyelim;
"Drama degisime giden yolun umut kapisidir." |

Neelands’in belirttigi gibi (2004), bu stirecin olusum sebebi bizim 6nceki tercihlerimiz ve
hedefledigimiz amaglar, her yasa uygun olmasi ve déniisiimleri kiskirtmasidir. Bu makalenin
baginda da belirttifimiz gibi egitimde yaratici drama, dogasi geregi tarafsiz, yansiz bir arac¢
degildir. Bunun tersine, uygulanan pedagojiye oldugu kadar onu kullanan kigiye ve kisinin
emellerine baglidir. Bunun sonucunda, Freire (1990, 2005)%in fikriyle de Ortlistiigli gibi bu
déniigiimiin meydana gelmesi i¢in bir basamaga daha ihtiyac duydugumuzu gbz ardi edemeyiz:
Baghlik. Baghhk sayesinde bir sey ya da bir kisiyi énemsedigimizi agikca kabul ederiz, cabamizi,
zamanumizi, dikkatimizi ona vakfederiz. Yaratict dramay: séziinii ettigimiz bu bagliliktan yola
¢ikarak kullanmak isteriz, insanlardan azindan ortak bir sorumluluk bilinci ve herkes igin bir

dlinya olusturma arzusunu meydana getirebiliriz.

Egitimde Yaratict Dramanin Donistiiriicii Metodolojisi

Simdi de, her ne kadar farkli bigimlerde ya da farkli tasarilarda ve uygulanan seviyelere
gore derinligi degisse de yaratic1 dramanin temelinde yatan baz: kilit noktalar aciklayacagiz.
Yaratic1 dramadan baglayarak énerdigimiz bazi metodolojik elementler dayanigmaya ihtivag
duyan kiiresellesen diinyada dzgiirliigii ve sorumlulugu desteklemede adeta dogal bir koprii

vazifesini tagiyor ve bizim niyetimiz bunu géstermek.
Grup: Dinlemeyi dgrenmek.

Diger ortamlarda bahsetmis oldugumuz gibi (Navarro, 2006, 2008a ve 2008b) grup, egitimde
yaratict dramanin temellerini olugturur. Cok kisa bir siirede fark ederiz ki, grup igerisindeki
yaraticilik her bir katilmeinin katkisiyla gogalir ve bireysel olarak hayal edilmesi bile imkénsiz
gibi gdriinen bir olgu bir de bakilir ki grup tarafindan miisterek olarak basarilmig bile. Bu basari,
bireysel katkilarin tesinde miisterek bir calismanin benzersiz siirecinde gerceklesir. Bu yiizden
canlandirma igin ilk gereksinim bu aktivitenin temeli olan, egitsel amaclar icin kullanildiginda

gliclii sosyal boyutlar elde ettigimiz gruptur.

Bir grupla galismaya bagladigimizda ilk yaratici drama oturumunda Ogrenilmesi gereken
kazanimlarin biri dinleme olmadan iletisimin miimkiin olmayacagidir; diger bir taraftan
diger insanlari ne kadar nadiren dinledigimizin farkmdaligini yaratmaktir, Bize gore din-

leme; anlamay: saglayan, kisilerin kendilerine en yakin gelen gercekligi gozlemlemelerini,
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icine iletisim katmalarim saglayan aktif bir tutumdur. Mato (2004)’nun agikladig gibi “bizim
iletisimimiz ister istemez dinleme ile baglar, bagkalarini dinlemek, dinyay:1 dinlemek, gercekligi
oldugu gibi dinlemek, hoguma gitse de gitmese de, beni mutlu etse de mutsuz etse de dinlemekle
baslar. Tiim iletisim dinleme ile meydana gelmelidir. Dinleme bizi gergekei yapar, riiyadan uyandirir,
en ideali, bizi daha insan kilar ve bize daha ¢ok gii¢ verir. Her kim dinlerse farkma varir* ve kendini

bilir, kendini doéniistiirlir béylece diinyay: dontistiiriir.”

Dinleme, yaratict dramada takim olarak ¢ahsabilmek igin gerekli bir beceridir (Motos, 2005).
Dinleme, disarida var olan gercekligi drama oturumuna tasir ve bizi bu gergekligin varhigi ko-

nusunda farkindalik sahibi yapar boylece gergeklige asina oluruz.

Ancak grup igerisinde dinlemeyi saglayabilmek icin grubun kesifler yapmasina olanak

saglayacak bir gliven ortamina ihtiyag vardir.
Basari: Giiven Ortanu

Bir grubun yaratici dramay: kullamirken ulagmas: gereken ilk amaglardan bir tanesi herkesin
kendini rahatca ifade edebilecegi ve iletisim kurabilecegi tam bir giiven ortaminin olusmasidir.
Ozgiiven ve diger bireylere duyulan giiven, ‘Sagmaliyorum.” korkusunun oyunlarla birlikte
asilmasi bu amaca giden temel unsurdur. Gliven kisiye kararl: bir umut verirken kiginin kend-
inden emin olmasma da yol acar. Iste bu giiven ortami ifadeyi, anlatimy, iletisimi dogurur, grup
tarafindan kabul gérme deneyimi sirasinda kisinin, gercek karakterini gostermesine olanak

saglar.

Diger insanlara giivenmenin temel kosullarindan biri diger kisilerin bize sayg1 duydugunu, bizi
énemsedigini bilmek, onlara emanet ettigimiz seyin bilincinde olduklarini bilmektir. Aksi halde,
iletisim karsilikl1 degilse, giiven ortadan kaybolur. Bu yiizden grup igindeki her birey diger grup
tiyelerinden sorumludur, kisiler grup arkadaslar1 ya da kendileri hakkindaki dnyargilarm ve

basmakalip fikirlerini ortadan kaldirmahdir.

Ozgiirliik, sorumluluk, ve egitimde yaratict drama yolunun amaglar1 bakimindan, dinlemeyi

gelistirmek, gliven galigmalari ve stratejileri ok mithimdir.
Oyun

Oyun oynadigimiz zaman, tim varh@imiz igin icine dahil olur. Sadece bilissel diizeyde degil, hem
duygularimiz hem de bedenimiz isin igindedir (Moyles, 1990; Winston and Tandy, 2001; Eisnes and
Mantovani, 1997). Oyun ¢ocuklarin bilgiyi edinmesinde ve 8grenmesindeki temel aragtir. Sembolik oyun

*Drama ¢ahigmas: siirecine Xatilan herkesi bilingli ve aktif dinlemek gercekien ézgiirlestirici olan iletigim becerilerini gelistirle” (Mato,
2004)-Egitimde yaratici drama dilnyastyla tanigmanuz iste bu tarz bir caligmann tohumlarsyla basladi. Onyedi yildan dahe uzun bir zaman
once bagladik ve yillarca Ispanyadaki sokaklara, {iniversitelere gittik, giineyin kuzey tarafindan yagmalanmass, medyanin giidiimlemeleri,
cocuk kdlelifii, gigmenlik gibi toplumsal trajedileri kinayansosyal oyunlar sahneledik... aym zamanda gergekte olmus déntigim hikayelerini,
deneyimlerini de paylagtik.
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ile, gocuklar evrelerindeki gercekligi yorumlar ve onu yeniden kurmaya ve degigtinmeye ¢aligirlar.

Aym sey biz yetigkinlerin de basma gelir, gercekligi rahat bir ortamda oyun i¢ine oturturuz ve
gercek hayatta “acaba sonunda ne olur?” kaygisiyla asla ciiret edemedigimiz yollar, davraniglar
deneriz. Oyun esnasinda ortak deneyimler sayesinde, varolan durumun yansilamalarni, alt
metnini okumamiz vb. sayesinde gergegi 6greniriz. Oyun, yaraticilig1 desteklemesinin yanisira
diger kisiler tarafindan yargilanma korkusu olmaksizin rahat ve giivenilir bir ortamda ¢alisma
ortamt sagladifi i¢in eSitimde yaratict dramanm ¢ok énemli bir pargasidir. Besbelli ki, oyun;
¢ocuklara yonelik yaratict drama oturumlarinda gok stk kullanilir, ve yetiskinlerle yapilan

¢aligmalar esnasinda diger stratejilerle harmanlanr.
Yaraticihik ve hayal giicii

Yaraticilik ve hayal giicti giigliikle uyarilan, belli birtakim tekniklerle gelistirilmeyi bekleyen

yeteneklerimizdir.

Onlar, bizim imgeler yaratmarizi saglar. Siireg icerisinde olusturmaya ¢aligtird: Simiz elenceli ve giiven
dolu ortam yaraticiligimizi kullanmarmiz igin bir vesile olur. Birgok kez insanlar hayal etmis olduklan
seylere sagimirken bu anlaml, digavurumcu etkinlige devam etmek icin iclerinde bir heves uyanir.

Yaraticilik ve hayal giicti gergeklikle daima bir iletisim icerisindedir, ¢linkii netiecede biz
bugiine kadar toplamig oldugumuz deneyimler iizerinden yaratici oluruz va da hayal kurariz
(Vygoski, 1996) ve bu deneyim bize daha 6nce hig gdrmedifimiz gercekligi hayal etme ve an-
lama firsati saglar. Bu yiizdendir ki, ézellikle de amacimiz kiiresellesen diinyanin sonuglarma

yamt aramaksa, yaraticilik ve hayalgiicii bireyler icin ¢ok 6nemli olan aktivitelerdir,

Oturum miisterek bir dogaglamayla yapilir; 6nce kisiler birbirlerini dinler, siire¢ sirasmdaki
duygu durumu asla “higbir gey degistirilemez” olmamalidir, bunun yerine “sorunlara kars: bir

¢oztim bulabiliriz” inanc1 ve bunun kanitlanmasiyla miisterck bir dogaglama yapilir.

Yaraticilik bireylerin 6zgiir olmasi, gercek hayatta karsilagilan problemlere ¢dziim buluna-
bilmesi ya da varolan ¢éziimlere yeni alternatifler eklenmesinin saglanmasi agisindan ¢ok miih-
imdir. Sosyal gelisim bakis acimizdan, bu nokta belli basli kuraldir. Yaraticilik ve hayal glicii
genellikle grup tarafindan zenginlestirilir.

Diger insanlart kesfetmek: saygu, isbirligi ve baghilik

Yaratic1 drama ¢aligmalariyla diger insanlara, gesitlilige olan saygidegerleri Ggretimine ulasiriz
(Grady, 2000). Bu da yazarlarin yaratici dramanin etik egitiminde kullamlmasi potansiyalini
fark etmelerini ve bu konuda derin ¢aligmalar yapmalarini saglamistir (Winston, 2000). Drama-

tizasyon insanlarin sahip olduklari seyler icin degil, salt insan olduklari i¢in degerlerini, kim-
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tiklerini kavramak i¢in egitimde firsat saglar.

Mallika (2000) yaratic1 dramayi dgrenme metodlarnnda bu ¢grenmenin yonlendirici oldugunu
aciklar. Boylece yaratici dramayla kendimizi bir karakterin rolii i¢ine koyariz, belirli bir
baglamda belirli bir durumu ele aliriz, karakterin duygularini, olast ahlaki ikilemlerini ele aliriz;
onlarin hayatlarindaki dogrulari tiim baghihgimizla bulmaya ¢alisirken bizimkinden farkli olan
diger yasamlari anlamaya ve onlara deger vermeye ¢aligiriz. Yaratici drama diger insanlarin
dogrularini gérmemizde bize yeni bakis acilari saglar. Clinkdi bir rolii tizerimize giydigimizde
«K endimizden yola gikarak diger kisi oluyoruz.” (Neelands, 2002). Bu da bizim gériislerimizden

farkli olan bakis agilarim kesfederek, kendi bakis agimizi zenginlestirmemizi saglar.
Deneyimin ve alktarimin degerlendirilmesi

Her drama oturumunda degerlendirme boliimii gerekli bir unsurdur. Bu ise deneyimlerimizin
birbirine katismasiyla, bizim herbirimizin gergegiyle ve diinyamn gergegiyle ne denli iligkili
oldugunu yansitmamizla ortaya ¢ikar. Bu an, oturumdaki her katilimeinin gergegi kendi pers-
pektifinden yansittif1 ve bizim derinlemesine diisiinmemizi sagladif1 i¢in ¢ok Snemli bir andur.

Siire¢ boyunca birgok deneyim paylagilmis, belirli deneyimler gergeklige transfer edilmigtir.

Neeland’, "Yaratict drama, bir demokrasi pratigidir ya da degisim igin yapilan bir pratik-
tir." demeye iten sey, yaratici dramamn giiciidiir (2007). Kurgusal deneyimimiz sayesinde,
degerlendirme sonunda, gergek hayatta yagamis oldugumuz deneyimin farkindaligini kazanirz
ve bu sirada gergekligin bir pargasinin herkes tarafindan inga edildigini ve bizim gercegimizle
baglantili oldugunu da goriiriiz. Biz gercekligin doniisiimiine dair temeller kurmaya caligirken
degerlendirme sirasinda gegerli olan bazi deneyimleri tercih etmeli, onlan diinyanin durumuyla

ve kendi gergekligimizle bagdastirmaliyiz.

Eylem-yansima-eylem, yaratici drama oturumlarinda bu siireci takip ederiz. Ogrenme
deneyimseldir (Motos, 2000), biz olaya ne kadar katilirsak, fikirlerimizi, duygularimizi,
ruhumuzu, bedenimizi, deneyimlerimizi belirli bir baglama ne kadar dahil edersek, eyleme

gegme konusunda o kadar ¢ok deneyim kazaniriz.
Sonug

Egitimin hepimiz i¢in fayda saglayan bir sorumluluk bilinciyle yiiriitiilmesi gerekliligi acilen
anlagiimasi gereken 6nemli bir konudur.

Egitimde yaratic1 drama yasam icin 6nemli 8gretiler sunar, drnegin, grubun uygunlugu, diger
insanlar; kesfetmek ve onlarla baglant: kurmak gibi. Drama yoluyla giiven dolu bir ortamda,

ayni amac ugruna ¢ahistigimiz takdirde diger insanlarm bizi zenginlestirdigini ve bizim ka-

pasitemizi déniistiirebildigini deneyimleriz. Bu tip fikirleri tegvik etme bakis acimizla, bizim
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igin 6grenme asli olan seydir. Diger insanlarla iligki kurabilmek, onlar: desteklemek; sosyal
degisiklikler i¢in, degisim karsisindaki glicslizliglimiizli yenmek ve hayatimiza azimle devam

etmek icin inamlmaz mihimdir.

Ancak bu yolda, egitimde yaratici drama sadece bir aragtir, bu ylizden onun kisitlamalarmm
farkindayiz. Salt yaratic: dramayla 6zgiir bireyler yetistiremeyiz. Ancak, her ne kadar nadiren
kesfedilse ve degerlendiriise de, yaratict drama dayamgma perspektifiyle kullamldiginda, ¢ok
giiclii bir potansiyale sahiptir. Degisim ve dayanismanin geligimi i¢in bizim tutumumuz barigin
ve demokrasinin gercek anlamda gelismesidir, dyle bireyler, vatandaslar yetigtirmek istiyoruz
ki, onlar gelecegimizin umut 15131 olsun.
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Abstract

Drama in education is a tool that allows the explanation of aspects of reality that are difficult fo
address with other educational methods. In particular, it becomes a powerful tool for personal
and social development for all those involved. Here we discuss the possibilities of drama for
promoting personal and collective social responsibility in children, young people and adults,
for example, training in citizenship for a just world that is truly democratic. However, it is com-
mon for drama to be used with scant attention to any underlying educational technigues. Here
we discuss some key issues that show some theoretical aspects of drama in relation to social
development and social change and how its associated techniques —which are very well-defined
and thus require careful training- are closely related fo fundamental subjects of the aims and
values that underpin the whole practice of education.

Keywords: Drama in education, social responsibility, creativity, group and social change.

Ozet

Egitimde drama, gergek durumiart tammlamay: saglayan bir aractir; bu durumlarin saptan-
masi diger egitim yontemleriyle zordur. Ozellikle de, drama siirecine giren herkesin kigisel ve
sosyal gelisimi icin ¢ok giiglii bir arag hdline gelir Bu makalede cocuklarda, genglerde, yetis-
kinlerde kisisel ve miisterek sosyal sorumlulugu tesvik etmede yaratict dramanin nasil etkili
olabilecegini tartistik. Ornegin, tamamen demokratik olan adil bir diinya i¢in vatandagiik egi-
timi kavrann bunlardan birisidir. Ancak, yaratict dramamn temel egitim teknikleriyle dar bir
alanda kullamimas: vaygindw: Bu makalede dramayla sosyal geligim, sosyal degisimin teorik
acilardan iliskilerinin kilit noktalarim tartisyoruz. Ayrica dramayla baglaniili —son derece iyi
tamimlanmis ve boylece dikkatli biv egitim gerektiren- teknikler biitiin egitim pratigini tiimiiyle
destekleyen amaglarm esasl konulari ve degerlerivle yakindan iligkilidir.

Anahtar Sozciikler: Egitimde drama, sosyal sorumluluk, yaraticilk, grup degisimi ve sosyal
degisim.
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Thinking About Education: The Matter of Aims

As educators we need to define the framework of values from which we act, our view of the
human being, the vision of reality we seck to respond to and the aims we pursue, which will
greatly depend on our analysis of reality, as well as our standpoint to understand it. Everyone
chooses a standpoint with regard to reality which conditions the way we act, consequently we
must be aware of ours and its consequences for our students and for society.

Therefore, every educational action needs and is based upon philosophical foundations, close-
ly related to the set of values that orientate our teaching task. These philosophical foundations
constitute the framework that leads us to choose certain methods and means to achieve the aims
we have set ourselves, and conversely, the aims we have established have a direct impact on
how we plan our educational activity. Thus, there is no such thing as a neutral education activ-
ity, for there is always a purpose and an aim (Nufiez and Romero, 2003),

As any other educational practice, the use of drama in education is not neutral either, as it
depends on the intentions of the person utilising it, on their idea of mankind, as well as on the
culture within which it takes place (Neelands, 2004; Motos, 2006). It is, therefore, of the utmost
importance to try to objectivise the reality to which we are responding and to support our aims
with arguments.

In this paper, and partly using the English currents on Drama in Education, we seek to point
out some aspects we consider fundamental of the use of drama in the full training of individuals,
which is ultimately the essential goal to which the educational task wishes to contribute.

Educational Aims and Personalistic Trends in E ducation

We consider individuals as free but not isolated beings, as essentially social, transcendental
in their own worth, which prevents them from becoming mere objects. We are aware of the fact
that the incorruptible value of the human dignity of each individual is being questioned, with
facts, in Western culture.

Furthermore, we understand that freedom goes hand in hand with responsibility; freedom as
conceived by Mounier (Bernabeu, 2006), which on the one hand requires personal responsibil-
ity and on the other unavoidable commitment to others. Thus, the freer we are the more able we
are choose those alternatives that are most in tune with our human nature, one of which is our
social being, which leads us to need others and to become committed to others.

I short, freedom, dignity, our social nature, our responsibility to others or our commitment are
fundamental premises on which the essence of our identity is based, and to ignore them or avoid
them goes against our own nature. Starting from our identification with personalistic trends
in education (Mounier 1905-1950, Milani 1923-1967, Freire 1921-1997), we understand that
the essential realisation of an individual is their freedom, which requires an autonomous con-
science that will allow them to establish a relationship with the world through knowledge and
action (Bernabeu, 2006). Therefore, we maintain in our educational proposal the characteristics
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of this personalistic view of education which are given by its communitarian nature, which is
open to society, active and critical, fostering democratic participation and, ultimately, pursuing
the full and collective development of human beings as the aim of education.

In this research paper we try to briefly describe some essential aspects of drama practice in
education which contribute to the aims we have established.

Contextualising Education

Our analysis of reality partly determines our work in education. For this reason, we believe it
;s most important to reflect on this point.

Milani in his teachings used to start from the most concrete reality that worried his students
to open their horizons to the rest of the world. Education emerged from life, but did not remain
within the personal or group area, not even in the local or national milieu, but incorporated the
classroom to the world situation, which demanded taking a stand. The importance that Milani
gave to the collective reading of newspapers or to history lessons is well known. These specific
activities were the starting points for the search for the causes of conflicts, both from a histori-
cal and a political viewpoint (Students from the Barbiana School, 1970). Education had clear
a social and political dimension. For Milani, as for Freire (1990), it is through education that
we train the citizens of the future, who have the power to confront reality and transform it, for
which they need to seriously reflect on it.

Like them, we too believe that every educational process is contextualised within a specific
historic moment and needs to be inserted in it. Through education we try to train people to be in
control and to respond to the specific society in which they have to live, in order to construct a
fairer and more compassionate world.

Qur historic moment is conditioned by the globalisation process, which has become one of
the key concepts in the general description of the world at present. One of its best known char-
acteristics is the interconnection of a large part of the world. However, the most decisive fact of
globalisation is the existence of vast starving crowds, who in various degrees of poverty, make
up the majority of humankind?. We agree with Gonzélez Monteagudo (2003) when he states,
analysing the characteristics of globalisation that “what has been globalised is not develop-
ment, but inequality”. Starvation is the most common way to die in our world nowadays. This
outrageous, terrible and inhumane reality takes place day after day in front of our eyes and our
conscience, leaving us helpless to look for answers®. This is actually the everyday reality in
which the life of the majority of the population of this planet takes place. We are confronted
with a reality that has acquired the status of a real social issue throughout the world.

*The United Nations Organitation for Children (UNICEE, 2008} says that “the problem of hunger is associated until 50% of infant death in the
world”,

*Jean Ziegler, old Vicepresident of the World Bank and nowadays Counselor of the United Nations for food subjects, affirms that “we are opposite
a deliberate massacre, which happens day after day, under our iced nonchalance. Hunger has not been a thing of destination from a long time ago.
It supposes a silent mass murder”. (Ziegler, 2007).
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In contrast with this world situation, our lives go on as if human suffering did not exist, as if it did
not concern us. We consider conscience manipulation on this issue to be a fraud against each indi-
vidual to whom this reality is denied. Every man and woman has the right to be able to decide, in the
exercise of their freedom, which attitude to take to a globalised world and to an oppressed majority.
For this reason, we believe there is a need to generate spaces where values and attitudes of respect
for human beings and a desire to defend their rights are taught and learnt. Likewise, we maintain
that it is crucial to develop creativity to allow us to devise new responses to the unknown. From this
standpoint, we understand that drama in education is an appropriate educational tool to foster these
spaces for the learning of morals and values (Winston, 1999).

The Need for Another Reality

Our aim is not just to understand reality, we also seek to change it. In the face of reality as we
have described it, our freedom, experienced from our responsibility, drives us to take charge of
the situation. We identify with the term used in Freire's pedagogy “hopeful realism” (Freire,
2005). This situation, far from being pessimistic, leads to an active attitude to the construction
of a fairer reality, that is to say, it is this analysis of reality which convinces us of the urgent
need to change it, and to the certain hope and firm belief in this change. As explained in Guiso
Medellin (2003) Freire understands hope as a necessary but insufficient element. Hope by itself
does not transform the world, but it is not possible to transform it without it, if we want to do
it. Without hope we cannot even start changing processes, but without these processes, hope is
corrupted and becomes “tragic desperation”, and hopelessness becomes the same as resistance
to change and immobility. Hope needs facts to become historical reality (Freire, 1992 in Guiso
Medellin, 2003). We often observe in the generations of students we teach a profound lack
of hope with regard to the possibility of changing reality, which they watch impassively and
which, naturally, affects them to a very great extent.

Through education we look for ways to make this transformation of reality possible. Evi-
dently, a clear choice is required on the part of educators in favour of this change both in the
classroom and outside.

Drama and Transformation

Our nature as social beings possesses a fundamental characteristic that leads us to take respon-
sibility of close and distant reality.

The transforming force of drama in education stems on the one hand from the changes it brings
about in the individual him/herself, unblocking expression, enhancing self-confidence, encour-
aging trust in others, developing a capacity for listening and discussing; and on the other hand,
a change in the individual causes their environment to change as well. Therefore, Neelands
(2004) states that the transforming force of drama lies in the fact that from the drama experi-
ence a group builds a common culture and generates a small community, which later spreads to
the rest of their relationships outside the drama sessions. There are numerous experiences in the
social and educational field, in which the environment of an institution is transformed through
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drama (we find an example of this in Dickinson, R., Neelands, J. and Shenton Primary School,
2006). The journal Research Drama in Education (especially number 13: 2) has gathered re-
cently different educational experiences of great interest in the social field, where change in
individuals is obvious, making them regain their zest for life and their desire to construct soci-
ety (an example can be found in Hazou, 2008). Along these lines, we also recommend the book
published by Balfour and Somers (2006) which presents the effectiveness of drama for social
intervention through different experiences.

In drama we are permanently testing reality as it comes, and we experience how working to-
gether we can transform it. This experience of being able to change reality is essential to create
a belief in change. On the other hand, living a truly democratic experience in drama sessions
gives us a glimpse of what democracy in real life would be, for in discussions and listening each
member of the group has something to say and to contribute, and through everyone’s shared
ideas, work and commitment a new reality can be constructed jointly.

Following the conviction that led Boal (1982} to think that drama is an effective weapon for
liberation if used appropriately, we believe that this also happens in education. For with drama,
not only do we speak about reality, we can also change it indirectly. Through drama we do not
transform reality directly, but we make it possible to carry out trials and tests that will enable us
to live in it (Mato, 2006). Along these lines, Neelands (2007) maintains that drama is an indirect
instrument to bring about change and transformation in reality by working with imaginary con-
texts devised by the group after their experience incarnated in reality. We are aware of the fact
that working towards change already brings about a real transformation in those who practise
it. We thus become immersed in the logic that transformation is possible. That is to say, it opens
a door to hope, as Freire often declares.

As Neelands (2004) states, this occurs because our previous option and aim seek, adapted to
each age, to provoke these transformations. Drama in education is not a “neutral” tool as we
pointed out at the beginning of this article, with characteristics associated to its nature, as it is
sometimes presented. On the contrary, it depends on the person using it and their aims, as well
as on the pedagogy employed. Thus, and coinciding with Freire (1990, 2005), we cannot ignore
that for this transformation to take place we need one more step: commitment. Through com-
mitment we firmly decide that we care about something or somebody, we devote our effort, time
or attention to them. We want to use drama from this commitment, in the knowledge that we
can at least aspire to generate in others the desire to look for ways to materialise this communal
responsibility of constructing a world for all

The Transforming Methodology of Drama in Education

We shall now explain some of the keys that lie at the bottom of drama work, although in dif-
ferent forms and with different proposals and varying in depth according to the stages at which
it is implemented. It is our intention to show that some of the methodological elements we
propose starting from drama can be linked naturally with promoting freedom and responsibility
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in a globalised world that is in need of solidarity.
The Group: Learning To Listen

As we have mentioned on other occasions (Navarro, 2006, 2008a and 2008b) the group con-
stitutes the basis for drama work in education. Within a short period of time we understand that
creativity is multiplied with everyone’s contributions and what would be impossible to imagine
on an individual level is progressively achieved communally, beyond individual contributions,
in a unique process of collective construction. Therefore, the first requirement for dramatisation
is a group as the basis for activity, from which we derive their strong social dimension when
utilised for educational objectives.

One of the objectives in the first drama sessions when we start work with a group is to make
them understand that communication is impossible without listening; and on the other hand, to
make them realise how little we usually listen to others. We understand listening as an active
attitude that enables individuals to understand, observe the reality that is closest to them, adding
communication to it. As Mato explains (2004)

“our communication starts necessarily from listening, listening to others, listening to
the world, to reality as it is, whether I like it or not, whether it makes me sad or happy.
All communication should arise Jrom listening. Listening makes us realistic and awak-
ens in us the dream, the ideal, making us more human and giving us greater power. He
who listens becomes aware’ and fmows himself, transforms himself and is able to bring
about change”.?

Listening is a necessary skill for working as a team in drama (Motos, 2005). Listening brings
the redlity outside into drama sessions and makes us aware of its existence, which is essential
to become familiar with it

However, to make listening possible within a group we need an atmosphere of trust that will
allow us to explore.

Achievement: An Atmosphere of Trust

One of the first aspects that a group needs to attain when using drama is to generate an atmos-
phere of absolute trust to be able to express oneself and to communicate. Self-confidence and
trust in the other members of the group, overcoming fear of ridicule, with play as a key element
to attain this goal. Trust entails both putting firm hope in a person and being sure of oneself, It
is this atmosphere of trust that makes expression, communication and showing one’s true per-
sonality possible, whilst undergoing the experience of being accepted by the group.

One of the bases for trusting others is feeling their respect for us, attention to us and their

“Listening drama works towards the conscious and active protagonism of all those who participate in this process and moves ahead with the
objective of developing communication strategies that are really liberating” {Mato, 2004)- Our introduction to the world of drama in education
started with the seeds of this type of work, over seventeen years ago and for years we went through streets and universities throughout Spain,
presenting social plays in which we denounced publicly tragedies such as the plundering of the south by the north, the manipulation of the
media, child slavery, immigration..., as well as transformation experiences which actually happened in reafity.
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responsibility for what we entrust them with. Otherwise, if communication is not reciprocated,
trust disappears. It is, therefore, of the utmost importance that everyone should feel responsible
for everyone else and should be able to do away with the prejudices and stereotypes that we
have about others and about ourselves.

with regard to the goals of freedom, responsibility and commitment through the use of drama
in education, practising listening and confidence techniques and strategies is essential.

Play

When we play, our whole being becomes involved, not only our cognition and emotion but
also our body (Moyles, 1990; Winston and Tandy, 2001; Eisnes and Mantovani, 1997). Play is
the main means for children to learn and acquire knowledge. Through symbolic play, children
interpret the reality around them and try to reconstruct it and modify it.

The same occurs with adults when we place them in a play situation: we place them 1n a relaxed
situation and we dare to try out behaviours and conducts that we would not be capable of practis-
ing in reality for fear of the consequences. Through play we come to know reality as we go through
communal experiences, readings of situations, reflections, etc. Play is an essential part of drama in
education, for, besides encouraging creativity, it fosters a favourable atmosphere to work in without
fear of being judged. Evidently, play is most often present when structuring drama sessions aimed at
children, and is combined with other strategies when working with adults.

Creativity and Imagination

Creativity and imagination are scarcely stimulated capacities that deserve to be developed
with the aid of certain techniques. These allow us to create images. The recreational and trusting
environment we seck to create throughout this process is conducive to using our imagination.
On many occasions people are surprised by what they have imagined, reinforcing their will to
continue exercising an expressive activity.

Creativity and imagination are in constant dialogue with reality, for we create and imagine
on the bases of the experience we have accumulated (Vygotski, 1996) and it is this experience
which allows us, for example, to imagine or understand realities we have never seen. Therefore,
it is a highly important activity for individuals, especially if our aim is to provide new answers
to the consequences of globalisation.

Training is done through communal improvisation starting from listening, from a willing-
ness to believe and to prove that together we can find solutions, as opposed to the feeling
of impotence of “nothing can be done”.

Creativity is essential for individuals to be free and to find solutions to real life problems or to cre-
ate new alternatives that can be added to those already existing. From our social development per-
spective, this point is fundamental. Creativity and imagination are generally enriched by the group.
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Discovering Others: Respect, Collaboration and Commitment To Others

From drama activities we approach the teaching of values related to respect for others and for
diversity (Grady, 2000). This has led authors to notice and do an in-depth study of the potential of
drama for ethical and moral education (Winston, 2000). Dramatisation presents itself as an opportu-
nity in education to learn the worth of others, for what they are and not for what they own.

Mallika (2000) explains this learning process in her model of the ways of learning drama.
Thus, through drama practice we place ourselves in the role of a character, taking on their par-
ticular situation within a specific context, their feelings and their potential moral dilemmas; we
are trying to understand and value other lives different from ours from the firm commitment
of searching for the truth in their lives. Drama opens up new perspectives to see the reality of
others, for when we accept a role, we are “being others from our own selves” (Neelands, 2002),
enriching our perspective as we explore different viewpoints which are different to ours.

Experience and Transposition Assessment

In every drama session assessment is a necessary element. This occurs when we Jjoin our ex-
periences and together try to reflect on how this is related to our reality, the reality of each and
everyone of us and that of the world. This is a crucial moment as it allows us to reflect on reality
from the full receptiveness of each participant in the session —due to the experience shared in
it-. It is a matter of transferring specific experience to reality.

It is the force of drama that leads authors like Neelands to state that drama is a democracy
practice (2007) or a practice for change. This is because through evaluation we become aware
of what we have experienced in life through an imagined experience, not forgetting that a part
of reality is constructed by all and can be linked with it. As we seek to establish the foundations
for a transformation of reality to occur, we shall favour certain experiences that are valid at the
time of assessment, linking them with the situation of the world and of our own reality,

Action-reflection-action, this is the process we followed in education drama sessions. The
learning is experiential (Motos, 2000), in as much as we all act, involving our thoughts, emo-
tions, spirit, body and experience in a specific context, which we shall later transpose through
reflection, and from this point we shall be again encouraged to act,

Conclusion

It is a matter of urgency that education should be conducted in the responsibility that all and
everyone of us have towards the common good.

Drama in education offers crucial teachings for life, such as the relevance of the group, discovering
others and commitment to others. Through drama we experience that others enrich us and generally
transform our capacities when we work in a trusting environment towards the same end. For us,
from our perspective of promoting these ideals, this learning is essential, for we are aware of the fact
that associating with others and supporting them are crucial aspects for social change, for overcom-
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ing impotence when faced with change and for persevering in our chosen path.

However, drama in education is, in short, a mere tool, therefore, we are aware of its limita-
tions. It is not a means that can by itself create free individuals. Non-the-less, when used for the
promotion of a solidarity perspective we believe it has high potential, though scarcely explored
or assessed. Our position in terms of the promotion of change and solidarity is an option that
attempts to serve the true development of peace and democracy, to educate citizens so that they
become a real hope for the future.
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