
‘Theatre and Young People (UK)’ – The Pleasure of Art Conference, Turin  12/12/2000 
 

 1 

CONFERENCE THEME  
Beyond the curtain: what kind of theatre, made by and for whom?  
 
Theatre and young people in the UK 

Jo Trowsdale, University of Warwick, UK  
 
Setting the agenda 
I am delighted to have been invited to speak at this conference concerned with the arts 
and young people. The conference theme under which this session appears, ‘Beyond the 
curtain’, and its subheading, ‘what models of theatre, made by and for whom?’, is a very 
apt heading for a discussion of young people’s theatre in the UK. I shall be using these 
points in talking about the theatre and young people in Britain: namely the types of 
theatre, made by, with and for young people today in the UK. 
 
From my contacts in Europe, I understand that the kind of ‘theatre’, which is made by, 
with and for young people in the UK is very different from Italian and other European 
models. There are some very clear historical and cultural reasons for that I need to 
explain, as a context, before I can discuss particular models of practice. I have therefore 
organised my talk into the following sections. I will refer to these headings very 
obviously as I talk, to signal to you where we are. 
• Obvious differences  
• Cultural influences that have shaped practice  
• Drama in schools today: an outline and a flavour of the practice 
• Drama / Theatre beyond the school curriculum  
 
Before I continue, I should like to explain who I am and what I do in order that you 
understand my perspective. I am a lecturer in Drama at the Institute of Education, a part 
of the University of Warwick concerned with training teachers and researching into 
educational practice. I train students to become teachers of drama. I am also involved in 
researching into drama, the arts and education. Both of these roles means that I regularly 
go into schools to advise trainee teachers and practising teachers and I see how drama can 
be and is taught. I also teach drama to my students and try to maintain my classroom 
experience by working with young people whenever possible (I was as drama teacher for 
7 years, teaching pupils aged 11-18). I have also worked as an education officer for an 
arts venue working alongside theatre companies to enhance young people’s experience of 
professional theatre. I have maintained many of my contacts in this field and therefore 
also have an understanding of the agendas of professional artists and theatres. I hope you 
will therefore be able to accept my voice as one grounded within education, but with 
some experience of the professional arts also. 
 
I am aware that in trying to give you a sense of my experience, I have made a number of 
assumptions here about the British educational system that you may not be familiar with. 
These constitute the differences that I talked of above: 
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Obvious differences 
  
• The first difference is that in the UK we typically use the term ‘drama’ where you 

might use ‘theatre’. For us the term ‘theatre’ tends to mean the form of finished, 
shaped performance. Drama is a much broader term for us. It draws upon the 
dynamic of human, social drama and embraces the process of making theatre. I hope 
that these connotations will become clearer to you throughout my talk. I will 
endeavour to offer you so concrete examples of practice in the next sections. 

 
• The second difference is that we train teachers to become teachers of drama in their 

initial pre-service teaching, so that they choose to teach drama as a specialist 
following prior study of the field. My understanding is that this is not the case in 
Italy, nor elsewhere in many parts of Europe.  

 
• The third difference is an assumption I have made is about the way of working. (My 

assumption is based on a limited knowledge of Italian, French and Belgian theatre 
with young people from a three-year international Comenius funded research 
project). When we teach drama in the UK we work practically, involving pupils in 
roles, which may be written or invented for the purpose of learning about the 
material. We are as interested in the social issues and the social dynamic of the 
children making the drama as about theatre genres, theatre history, theatre form and 
theatre practice.  

 
Each of these differences is the result of our history and culture. Whilst I don’t wish to 
give you a detailed account of that history I would like just to signal the key factors 
which have shaped young people’s experience of drama and theatre in the UK today. 
 
 
 
Cultural influences that have shaped practice 
 
We have a history of drama and theatre in schools which is more than 50 years old. Our 
first practice was theatre for young people being made and toured into schools, a tradition 
which remains (one company, Theatre Centre still operates). A second theatre initiative 
of this time was the creation of amateur theatre groups. In local communities, money was 
given to build small theatres, which were run and played almost as copies of their 
professional mainstream counterparts. The idea was part of the ‘Arts for All’ initiative 
launched in the post-war era, by the Labour government as a social reform. Evident in the 
estbalishment of a committee to encourage the arts, which became the Arts Council we 
wtill have, the arts were understood to have a social value, to be  ‘good for you’ and at a 
time when less was understood about how to harness the potential of the arts for social 
effect, money was thrown at a number of initiatives designed to take the arts to the 
people. The ‘Arts for All’ movement was largely considered a failure as social reform. 
Nowadays we understand that communities have to have ownership, to invest in shaping 
their arts experience for it to have significance. Art is culturally specific; it cannot simply 
be transported and re-applied. However amateur theatre is still alive today. It still tends to 
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mirror professional mainstream theatre, typically staging scripted theatre by established 
writers, (often dead, white, male writers) but the volunteers who act, direct, design and 
manage the performances and theatre space embrace all ages, experience and abilities. 
Amateur theatre gives a profile for theatre in communities. The significance of these 
early traditions is that for many years, the making of theatre by the community and for 
young people has been part of the consciousness of our youth, albeit of a kind 
modelled on professional mainstream theatre. Historically this was reflected in the 
application of theatre in the classroom. Where drama was taught, it related to the staging 
of classical plays. It reflected the dominant model of theatre as a literary art and 
emulated the skills of personal presentation: voice projection, elocution, good posture and 
the learning of classical literature by rote being the chief objectives. Drama has its 
longest history in secondary schools as an extra-curricular activity, in the form of the 
school play. This tradition still thrives and even in schools where drama is not very 
visible in the curriculum, the school play, where interested pupils of all ages audition for 
and perform a play, is commonplace 
 
A different strand of arts activity was also emerging through schools at this time, no 
doubt a child of the social reform of the time. This was a new interest in young people’s 
own art-making, in their expressivity. This led to the child-centred tradition in education, 
but it was pioneered by educationalists in art, dance and drama. The central premise of 
the work of these pioneers was that arts experiences should facilitate the child’s own 
vision of the world rather than train it in any preconceived model. Peter Slade’s Child 
Drama (1954) and Brian Way’s Development through Drama (1967) became seminal 
texts and influenced generations of drama practitioners in schools. It is from Slade that 
the term drama came into common usage: the drama of the child rather than the theatre of 
the stage.  
The first combination of this strands with the popularity for theatre in schools, came in 
the 60s with the establishment of the first ‘Theatre in Education’ companies in the UK 
(with the Belgrade TiE, Coventry being the first). This movement saw theatre as a tool of 
social and personal education. Through presentational performances supported by follow-
up workshops, teacher-actors used the medium of theatre to engage young people in a 
fictitious experience. Young people might be asked to role-play or debate the issues 
presented in the theatre piece.  
The work since Slade and Way, and that of TiE has had a profound influence on drama in 
schools and beyond. Practitioners such as Dorothy Heathcote (1995) and Gavin Bolton 
(1992) continued this social and personal emphasis upon a holistic and socially grounded 
experience of drama. Here the dominant way of working has been improvisation, 
developing drama with pupils in response to a given or self-selected agenda, learning 
about how theatre can communicate by role playing in different theatrical conventions. 
This remains a vibrant and thriving way of making theatre with young people and in 
many schools, especially where social issues are paramount and where literacy levels are 
low, the study of plays is insignificant in comparison to this ‘lived’ or ‘process’ drama. 
 
Since the 1980s there has been a strong reaction against the liberal, experiential, social 
emphasis of the arts in education in favour of a more directed, content-led curriculum. 
The emphasis has been upon other subjects away from the arts: the basic skills of 
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numeracy and literacy for example. In line with this the Arts in Schools Project (1989; 
1990) published its findings in 1990 and called for a greater emphasis upon the study of 
heritage arts, for the appreciation and study of professional, historical arts alongside the 
practice of art making in schools. This has been reflected in educational reform since this 
time. The National Curriculum for Art and for Music now prescribe the study of 
‘classical’ art forms. For drama there has been increasing pressure, in order to survive in 
this new culture to define the scope of drama, and its specialist subject knowledge. 
 
In a moment I will explain the current position of drama in schools, which has grown 
from the context I have just described, and the nature of that experience for young 
people. But I would like first to re-cap on the influences and traditions, which have 
shaped our current position: 

1. We have a long history of a professional model of scripted theatre in our 
communities and schools. This emphasises theatre as a literary art, accessible to 
the literate and literary. It also emphasises certain skills of performance: 
eloquence, voice projection, posture and characterisation. These are the elements 
of the traditional and formal scripted theatre, emulating the theatre school 
training. Today students still take LAMDA (London Academy of Music and 
Drama Awards) exams testing them in these skills.  

 
2. Theatre also has a long history as a social tool as means of personal development 

and social transformation. We use the terms Drama in Education and Theatre in 
Education to describe these models of theatre.  

 
3. In the recent decades we have been moving more towards a more eclectic vision 

of theatre, which draws upon both of the above but also values theatre as a subject 
worthy of studying for its history: literary and performance based. Drama in 
schools and professionally is reflecting this new awareness.  

 
 
Drama in schools today: an outline and a flavour of the practice 
 
I have concluded my points positively about our position at present, because I do believe 
that our future is positive in this sense. I would not be representing the truth however if I 
did not also say that this movement towards an eclectic vision is fraught with tension. 
This tension is visible in professional theatre and in our school curricula. It is the tension 
between theatre as a literary art, on one hand and as a performance art, on the 
other. Our history considers plays as literature, which it has positioned as a superior art 
form to performance work. This informs the educational legislation which requires the 
study of plays as literature. It is as part of the English National Curriculum that Drama 
appears in the UK. (Just as Dance is part of Physical Education!!!). The National 
Curriculum for English states that children should be taught plays …including: 
‘ two plays by Shakespeare……. 
drama by major playwrights………… 
recent and contemporary drama…….. 
drama .. by major writers from other cultures’ 
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It has only recently begun to pay any attention to their performance life. This year 
Curriculum 2000 has given Drama its own subheading within the English NC and has 
expanded the requirement for drama techniques and performance skills to be part of 
pupils’ general education in English.  
Drama 
4 To participate in a range of drama activities and to evaluate their own and others’ 
contributions, pupils should be taught to: 
(a) use a variety of dramatic techniques to explore ideas, issues, texts and meanings’ 
(b) ‘use different ways to convey action, character, atmosphere and tension when they are 
scripting and performing in plays [ for example through dialogue, movement and pace] 
(c) appreciate how structure and organization of scenes and plays contribute to dramatic 
effect 
(d) evaluate critically performances of drama that they have watched or in which they 
have taken part 
 
In addition to this requirement, schools may also choose to offer Drama as an optional 
subject for examination at GCSE (for 14 - 16 year olds) and at 'A' Level  (for 16 - 18 year 
olds). Drama is one of the most popular subjects for pupils to study at examination level. 
Entries in this subject area have been the fastest growing over the past decade. In many 
schools the reason for this is the close relationship between drama and the traditions of 
drama in education and theatre in education. Drama is seen as a significant aspect of 
social education. For many young people drama in schools is one of the few areas in 
which they can express themselves, in which their whole personality is significant, in 
which they can have control over the making of work, in which their literary and literacy 
skills are not paramount. And this is immensely empowering for young people. Many 
schools have supported and encouraged drama as a means to combat truancy, to make the 
school experience more relevant for young people and to offer them a tangible platform 
for celebrating their potential to achieve. 
As a result of these factors, in many schools, Drama has been awarded its own time in the 
curriculum, a specific drama lesson, and is taught to all children in the school from the 
age of 11 onwards, i.e. as a specialist subject rather than a part of English. The School 
Heads Association recently published a booklet called ‘Drama sets you free!’ advocating 
the many positive qualities of a drama in schools. Increasingly schools are appointing a 
specialist in drama to teach the subject and train their peer English teachers. Where 
Drama is taught at examination level, it tends to be taught by teachers who have studied 
theatre arts at degree level and then undertaken a year’s specialist training to teach drama.  
 
Drama at GCSE and 'A' level is concerned with the craft of theatre, devised and scripted, 
performance skills and as a tool of social and interpersonal education. As I have 
suggested it draws upon the histories of theatre as a performance event for and by young 
people, of Theatre-in-Education and Drama-in-Education as powerful personal and social 
education. Whilst there are differences between examination boards, in general, pupils 
are examined the following range of areas: 
• their understanding of plays, in terms of themes, characters, rehearsal processes and 

staging possibilities 
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• their ability to create, sustain and develop roles in performance (in both scripted and 
devised work) 

• their understanding of different forms of theatre and how different theatre form 
shapes different meanings and effects  

• their ability through devising to manipulate theatre form to demonstrate such 
understanding 

Examination syllabuses cannot examine but invariably include in their aims that drama 
seeks to develop pupils' personal, social and emotional education.  
 
To date, because there has been no prescribed curriculum in drama, schools have been 
able to emphasise whichever aspect of drama best serves the needs of the kinds of 
children at the school. They have been able to: 
• emphasise personal and social aspects and involve students in a lot of role-play and 

do minimal work on scripts.  
• emphasise production qualities and reward the development of performance skills in 

devised and scripted work.  
• emphasise the study of scripted theatre as an extension of English.  
However, this year, in fact only a few weeks ago the government has approved a 
recommendation by the Quality Curriculum Assessors that all examination in Drama 
should include the study of a whole play. Whilst most syllabuses have involved some 
script work it may well have been extracts rather than whole texts. It also invalidates one 
syllabus, which is assessed entirely on devised theatre, demonstrating understanding of 
theatre conventions but not through play scripts. We have yet to find out how this will 
affect the culture of drama in schools 
 
Although the tradition of performing and rehearsing scripted plays is still a strong extra-
curricular activity in English schools, in the curriculum, drama in schools is is essentially 
a practical, issue-based subject. It uses improvisatory forms of drama, where pupils are 
take on different roles, playing out and experiencing different contexts and characters. 
Drama here is most closely allied with participatory forms of theatre. Teachers have 
developed many interesting ways of teaching drama, most coherently through the use of 
drama conventions such as: hot seating, tableau, teacher-in-role. These are strategies, 
themselves often derived from actor training and theatre practice, used to deepen pupil's 
engagement in dramatic role-play.  
 
An example might be the following: A teacher is teaching a class about the play Romeo 
and Juliet, by Shakespeare. She wants the pupils to understand that Juliet’s decision to 
marry Romeo is intensely problematic. She wants the pupils to feel this themselves. So 
she creates an imagined scenario in which pupils will take on roles of imagined and real 
characters and enter into the experience more. 
She writes a love letter, such as Romeo might have written to Juliet (he is after all the 
least practical of the two lovers!), planting a number of ideas in the letter. She then 
organises the pupils into groups and asks them to prepare for an improvisation in which 
different characters confront Julie with the letter they have discovered. The groups could 
be 
- Julie's parents;  
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- Julie's nurse and other servants; (or her school friends) 
- Julie's cousin (Tybalt) and his friends; 
- Romeo's friends 
The teacher then takes on the role of Juliet and enters each scene in turn. The 
improvisation that develops will draw upon the pupils’ spontaneous feelings and their 
prepared ideas. It will be informed by the teacher, who can choose to play against 
expectation. This might be continued by an exercise in tapping into Juliet's thoughts 
either after some or all of these improvisations. This drama technique is known as 
circular drama (or circular teacher-in-role). The work might be consolidated by another 
technique where the class sit in a circle with the teacher in the middle as Juliet. Pupils are 
invited to speak the thoughts and advice Juliet might be thinking over at this point. This 
technique is often called ‘voices in the head’.  
 
That example was just to give you a little flavour of the kind of drama in education 
strategies that are typical of the drama classroom in English schools.  
 
 
Drama / Theatre beyond the school curriculum  
 
The professional arts and young people 
There is no formal requirement for all pupils to work with or witness the work of 
professional artists within their schooling and in practice pupils’ access to professional 
theatre through their education is very varied and often influenced by the locality of the 
school, the commitment of the teacher and the willingness of parents to pay. However as 
I have mentioned, England has a history of artists working in education and of theatre 
companies leading workshops and other projects for children. Arts funding has been 
severely cut for such since the late 1980s. A handful of education authorities and regions 
offer some subsidy, exceptionally some even promote and assist schools to engage artists 
as part of their arts curriculum, such as Warwickshire Education authority. Some theatre 
companies have sought commercial sponsorship in order to offer schools subsidised 
access to the professional arts, the Royal Shakespeare company being one of the most 
well-known and successful examples of this practice and I will return to an example of 
their practice in a moment.  
 
The most significant factor in the recent growth of the profile of drama in and beyond 
schools has been interest in cultural regeneration through community based partnerships. 
There is a growing understanding that creative thinking about partnerships involving the 
arts, cities and communities can have multiple benefits. Landry and Bianchini’s Creative 
City (1990), for example, explores this idea. In the school contact this might mean that a 
school football team has been sponsored by a local industry. This influence is evident in 
the arts too and has been actively promoted by the Arts Council who encourages 
partnerships between artists, theatres, industries and schools. Where schools have a 
strong arts culture and the support of such partnerships, they have been able to attract 
funds to develop their profile. Some have built their own community theatre space. This 
is a growing trend for theatres to be built in schools as a community resource, funded by 
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partnerships between industry, community and schools bidding for matched funding from 
the National Lottery.  
In my locality I know of three built in the last year and now operating as school and 
community performance venues. Typically a community arts programmer who hopefully 
works in liaison with other local professional theatres programs these. 
Schools can also bid for ‘Performing Arts status’ by demonstrating their breadth of arts 
activity. This in turn attracts additional funds which enables schools to buy in resources, 
artist projects and enhance the breadth of pupils’ arts experience. Such initiatives offer 
the prospect of pupils both having access to professional and community based 
performance work, and a community platform for their own performance work. So what 
might that diet include: 
 
 
Theatre for young people 
The tradition of theatre for young people is still active in the UK. It embraces the 
commercial theatre which targets huge numbers with character names and spectacular 
staging. It also embraces the decades of expertise in theatre for the very young up to 
young adults developed from touring into schools, dedicated young people’s theatre 
spaces like Polka Dot Theatre in London and TiE. Last week I saw a company who 
specialise in work for the under 5s produce an enchanting piece of theatre which engaged 
and excited children from 18mths to 6 years old as well as the adults. The work is the 
result of years of research and experience in the field. It drew upon a recognised real and 
imagined experience of a child going to bed and dreaming. It included a clear human 
protagonist, dream figures, puppets, powerful soundtrack, video projection, shadow 
screen, lighting effects, transformational set and audience interaction. To draw in the 
wealth of activity, many local theatres run Saturday morning theatre for young people.  
Whilst it may not be as healthy as it once was, there  is likewise some excellent work for 
teenagers and young adults, which combines experimental and mainstream theatre craft 
with social issues such as car crime, pollution, drugs culture, health issues. There is 
certainly a gap in quality provision for the young teenagers, for the 11-14 year olds. 
However, the Arts Council is currently investing in the area of children’s theatre and is 
seeking to address this and enhance current expertise. There is no doubt that some of this 
theatre is significant in modelling the expectations of young audiences to both experience 
and create theatre. 
 
 
Theatre by and with young people 
 
The health of drama in schools and the positive models of theatre in the community has 
led to many schools establishing their own theatre companies in house. The establishment 
of TiE companies, through their examination drama groups, touring work to local 
primary schools has become quite popular, but the tradition is growing out of the drama 
curriculum and beyond. One local school to us, for example has two theatre companies, 
one for the 11-14 year olds and one for the 14 –16 year olds and both present their work 
annually as part of regional festivals, in addition to examination based work they create. 
In the cities some schools who have been awarded funds to enhance their provision for 
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‘gifted and talented’ pupils, have chosen to use their funds to bring in artists, or to work 
with theatres to develop pupils’ access to theatre.  
This is one such example. One Birmingham school used their funds for a joint project 
between The RSC and Warwick University. The children had three days to make a 
performance piece of 45 minutes length. The first day they improvised the action of 
Romeo and Juliet, did a workshop introducing them to the themes of the play with an 
educational outreach worker from the RSC (Royal Shakespeare Theatre) and saw the play 
in the evening. The second day they worked with me training them ‘as actors’ in 
approaches to devising. I used a range of actor training techniques to build up an 
ensemble feel in the group and then developed their individual roles within the group, 
supported by fragments of script from Romeo and Juliet, After Juliet Sharman 
MacDonald) and West Side Story (Sondheim) and techniques. Finally they created a 
number of imagined scenarios which might have occurred within or after the life of 
Shakespeare’s narrative. In the final day back in school with their drama teacher, the 
pupils shaped all these influences into a devised piece, which they showed to their 
parents and school community that evening. Parents, young people and staff like were so 
enthused by the combined partnership that they have planned a similar event for next 
year.  
In another local area the arts advisor has established a partnership between the local 
theatre and two local theatre companies in order to pilot a two-year training for schools 
working with artists. The work will focus upon a week long residency for a group of 14 
year olds but this groups will become the advocates for the work, supporting number of 
satellite activities and acting as mentors in the second year as a second group of 14 year 
olds undertake a similar residency. All of the work will be shown in the local theatre - a 
public, community venue. 
Such projects are signals of the recognition of the need to build better relationship 
between professional artists and young people, but with the intention still to enhance 
young people’s self esteem and creativity and to give significant platform to their work  
 
There are also examples of educational outreach projects. For 3 BT (British Telecom) has 
funded the BT Connections project. They have commissioned 6 or more contemporary 
and well known writers to write plays for young people and invited any youth theatre 
groups (community or school based) to perform their interpretation. A member of the BT 
Connections saw every performance panel and then a number were selected to perform in 
a regional final in a major theatre. The profile given to new writing for young people and  
to the activity and creativity of youth theatres has been significant. 
 
For two years now the RSC has invited all secondary schools in the region (Coventry and 
Warwickshire) to devise 20 –25 minutes interpretations of Shakespeare’s plays and to 
bring them to share at a performance day. The first last year happened at Stratford, this 
year’s happened at a new theatre space, a space called ‘The Dream Factory’ dedicated to 
young people’s theatre. The space was funded by a lottery grant. It houses one of the 
country’s largest young people’s theatre companies Playbox. Children of any age go to 
drama workshops, perform or even take examinations in dance and drama. Public 
performances are typically sold out. In this space last week 10 secondary schools brought 
drama classes who performed devised versions of The Tempest, Romeo and Juliet and 
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Pericles/ The updated plots, handled Shakespeare’s language with ease and celebrated 
their own creative talents in front of a critical audience of peers and professional theatre 
staff. The experience was hugely positive. 
 
In the contemporary account I have, to date made no reference to TiE. My last example is 
of a new model of TiE which happened earlier this year. The playwright Edward Bond 
has a long-held commitment to theatre and drama for young people and has written 
numerous pieces for theatre companies, such as Big Brum, a local company to us. 
However last year a new conception of the TiE model was piloted with Bond’s play ‘The 
Children’ which involves two professional actors and a team of young people. The 
project which ran for four months operated to a pattern of a week residency at a time in  
school or theatre, five days working on the script and then finally staging it on the final 
day of the week, ideally in a local professional theatre venue, or in the school itself – 
occasionally, though not always itself a community performance venue. It is apparently a 
fine alliance between schools drama, professional theatre and contemporary writing. It 
was also a piece with a strong social message. For us the play resonates with a story 
which is part of our recent history, the Jamie Bulger case, when a small child, a toddler 
was brutally killed by two older children. The play deals with the pain and degradation 
that people have done to each other and the ways in which children ‘carry the sins’ of 
their parents. The material is very challenging for young people. Additionally the week 
residency was carefully planned to enable pupils to overcome fears about learning lines, 
acting in public and professional practice. Frequently games structures were used in 
rehearsal to engage young people and to enable them to find the correct energy to ‘live’. 
Sections were built up in groups to create an ensemble feel. Text was treated in an 
improvisatory way, so that the young actors could support each other if lines were 
forgotten. In rehearsal actors worked alongside young people, taking cues from them and 
being advised by them in order to develop a sense of company and not of adults and 
children. The project was highly successful and twice extended its planned tour.  
 
 
Challenges and difficulties 
 
In my last section I have painted a very positive picture of the current situation. In reality 
there are of course problems and the examples I have given you are not the common 
experience of young people in the UK. 
To summarise I would like to identify some of the challenges which still dominate our 
practice: 
• Literary heritage  - NC and examination emphasis of the scripted form of theatre; 

– mainstream theatre still dominantly scripted 
– authorial dominance in ‘The Children’  

• Teacher training for drama is currently under threat. Initial teacher training is 
currently over-regulated and does not have the necessary flexibity to facilitate the 
growth of similar professional partnerships to develop the vision and skill of future 
teachers 
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• Education is so prescribed at present that artists are often resistant to partnerships in 
formal education, unless of the kind listed above where the school has, for 
exceptional reasons altered the timetable. 

• Dangers of the professional model to existing healthy social agenda (professional 
theatre tends to use master-pupil models and hierarchies and these are anti-pathetic 
to the ethos of much school based and community based youth drama). 

• Young people’s access to good models of theatre: participatory, quality production 
values, form and content is not adequate to the demand. 

 
 
 
References 
 
Bond, E. (2000) The Children Classworks, Cambridge 
Bolton, G. (1992) New Perspectives on Classroom Drama Nelson Thornes 
Heathcote, D. (1995) Drama for Learning: Dorthy Heathcote’s Mantle of the Expert 
Approach to Education Heinemann  
Bolton, G. and Heathcote, D. (1999) So you want to use role play?: A new apporach in 
how to plan Trentham Books   
Department for Education (1999) The National Curriculum for English, Department for 
Ediucation, England  
Landry, C. and Bianchini, F. (1990) The Creative City Demos 
National Curriculum Council (1990) The Arts 5-16 Oliver and Boyd 
Robinson, K. (1989) The Arts in Schools Calouste Gulbenkian Foundation 
Slade, P. (1954) Child Drama University of London Press 
Way, B. (1967) Development through Drama Humanity Books 
 
 
 
 
 
 
 


