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INTRODUCTION

THE BACKGROJWD OF THE STUDY

In learning something, especially in learning
Inglish as a second language, students need a lot of
practice, which can be done as writing assignments 1if
it is a writing class, reading materials if it is a
reading class, and grammar exercises if it is a gram-
mar class. Unfortunately, many teachers find out that
it is difficult for them tokencourage the students to
use the language they learn in their speaking classes.

Facing such difficulties in improving their
speeking classes, many teachers compensate other ways
for the failure. They impose rules and regulations ,
grammar and pronunciation so much instead of guiding
and helping the students to use the language actively.
They forget that they are in the classroom as the
source of information and for the security of their
students. As a result, the class work becomes a tedious,
boring thing, and boﬁn the teachers and the students
will certainly get ffustrated. Such an atmospnere makes
the students think tﬁat Fnglish is given just to make-
their days in High School miserable, and that English is
something terrible they have to learn,

At present, Eyglish has played an important role
in life, It influencés the progress of the world so much

that every educated person has to master it., l'or students
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who want to continue their study in university, English
is a must. English is their factual necessity since most
good books and literary works are written in English. So,
the students ﬁho are unable to understand Inglish will
face many difficulties in theif study, and will soon find
that they cannot match their mates who know English well,
Such a thing also happens when they decide to get jobs.
English, at least passive English, is required in every
good Jjob field.,

By such considerations, the reading classes in In-
donesia are given the priority while the speaking classes
are given less attention. It seems that the judgement is
not fair. Speaking skill is necessary. Speaking skill is
more difficult to gain indeed. However, it is d1luportant
in many cases since one of the main objectives in learn-
ing a language is the ability to communicate orally./A lot
of students find many difficulties in expressing tieir
ideas through the spoken language eventhough they have
very good ability in @riting, reading and listening. There-
fore, when they are exposed to the situation in which they
have to speak the language, they suddenly keep silent as
if they never knew English,

Starting from those points, teachers are expected
to treat the speaking.class as well as they treat the other
English classes. They should give the students wmore chance

to master their speaking skill by using various methods,

iv



THE PROBLEM OF THE STUDY

In generel, most High Schools in Indonesia have
provided themselves with various teaching instruments in
order to facilitate the learning process; especially in
language classes, since language involves many abstract
things, such as: imagination, meaning, understanding, etc.
But many teachers often forget that the teaching instru-
ments may help them to support their teaching. Take an ex-
ample of the simple English word " breakfast ", Many teach-
ers tend to translate it into " sarapan pagi ", which is
quite different from the real breakfast; including the menu,
the position of the plate, spoon and knife, etc. Thus, it
is quite hard to teach the word " breakfast " if we do not
bring the real breakfast in class, or at least the picture
of the breakfast, In this case, the teachers need to usek
teaching instruments in order to support the learning process.

Many teachers use wall charts, flash cards, etc, in
the belief that if the students are not blind and deaf, they
will certainly be able to learn through them. For the first
time, the students may ﬁe interested in them, but they will
soon get bored with the@ because it is useless for the stuy-
dents to learn something, meanwhile they have not got a
cha?ce to use it in reality. Teaching instruments are necess=-
ary indeed, but they should be used carefully and wvisely by
combining them with the right teaching media, so that the

teaching becomes interesting and satisfactory. Drama as a



smedivim in language learning attenpts to glve the students
satisfaction in order to achleve understanding as a result
of the learning process. Through drama, the teachers will
be able to use the teacning instruments more meaningfully
since drama provides dtsclf{ with the most netural and sig-
nificant things needed 1n process of learning langucges.
This thesis suggests the use of dramna as a medium
for languese learning, especlally for the developwent of
mglish speaking classes in Indonesia. Though most Indo-
nesian teachers are not so familiar with 1t, it has been
proved that this kind of learning-tesching intersction has
glven the students a lot of opportunities tc bulld their
self-confidence that help laprove thelr sbility to speak

the language thney learn.
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but still, by showing the experience of particular teachers
with specific aims in actual situations, I hope to encourage
the teachers to re-examine their own classroom practice. In
other words, I do not necessarily expect the teachers to al-
ter their own teaching as a result of this study, but I hope
that the teachers may begin to look at their own attitudes

to language teaching, and their objectives in language teach-
ing, and hegin to question why they'are engaged in such an
approach,.and what they hope the outcomes of the approach

will be.

THE LIMITATION OF SCOPE

In this study, drama teaching is not meant to be
given to students who are Jjust about to begin their first
English lesson or to students who have not got sufficient
knowledge of English, Students need some vocabulary. They
certainly need structures, They do need basics. In short,
they need to know something about English before we Jjump
right in with a play. Therefore, it is unwise for teachers
to expose drama teaching to elementary students who have
not got the basic knowi?dge of English adequately. Draua
can only be effectively used for intermediate and advanced
students since Studenté at these levels have been prepared
for doing activities wﬁich require their previous know -
ledge about the languagé they learn. However, I still have
to limit this study to.the implementation of the speaking

classes in Senior iigh schools,
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Experiences are real, and what are real are always
true in many senses. Based on this line, I started to join
the drama lesson for three and a half years as an extra -
curriculear activity which finally has helped me in writing
this tnesis. bDuring the perliod of tlwe, 1 was cxovosed Lo
the power of drama as a teaching instrument that has man-
aged to cover the most significant needs in language learn-
ing, especially in gaining the speaking skill., Realizing
that drama was invaluable as a teaching tool in language
develovment, I began to rsather the date and exveriments ,
and started to do wore observeticn in order to find out
the truth that will reveal the hagic power of drama lesson.
Meaning to say, this study is based on experiences, data

and experiments, and observation prather than based on

theory.

THE PLAN OF PRESENTATION

Structurally this thesis is divided into the
following parts :

Chapter one looks at the objectives of drama
‘teaching which are divided into the long-term aim and
the short-term aim. The long=-term aim deals with having

a better life in the future and tlie short-term aim ,

which is the moskt important aim in drama teaching ,

ix
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deals with the factual necessity of the language mastery.
Chapter two discusses the relationship between
drama and language learning. Activity, which is one of
the most important parts in language learning, is the
main characteristic of drama, Therefore, drama lessons

contribute an acceptable facility to language teaching.

this chapter also discusses the language and the import= . .

ance of things like role and status, mood,'attitude and
feeling in languagevlearning processes,

Chapter three discusses the function of drama
teachers and the needs of the class, including planning
end controlling, ovservetion ond involversenl, soloectivity
and questioning.

Chapter four deals with some practical consider-
ations which should be taken during the drama lessons,
and with some draw-backs that might appear as the result
of the drama lesson,

In chapter five the examples of the lesson are
presented together with tﬁe remarks, materials and the
nrocsdures,

[.owever, ﬁhe vriter realizes thet this tresis is
far from being perfect, Therefore any criticism or sug-

gestions”are~invited and welcome,
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ClinpTir 1
THE OBJECTIVES OF DRAMA TBACHKING

Drama in education has altered greatly during Lhe
past years, and now it is still changing. There has been
a shift in its direction from an interest in the personal
development of the individual student, to the recognition
of drama as a precise teaching instrument, which works
best wnen it is seen as part of the learning process, and
when 1t is related firmly fo the school curriculum. Dres
1s no longer seen only as ancther branch of art education
but as a unique teaching tool, vi%al in language develop-
ment, and invaluable as avmethod in the exploration of
other subject areas.

Physical, emotional and intellectual identifica -
tion with a fictitious situation is dramatic activity.
This active identification is the characteristic of zll
drama teaching, and is .also the most important part of
the learning process., Whatever differences can be observed
in the aims and structures of individual lessons, it 1is
this active involvement and identification which is unlique
to drama. And when this activity becomes purt of an euuca-
tionsl purpose, it 1s called a drama lesson,

In many cases, drama seems to be a straunge ana un-
familiar method for Indonesien teachers. They olten think

that the objectlive of drame teweiing is sosetiwey «

1
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puzzling one., Yet what is strange is not always stirange
when they know about the matter. Here, I will try to

formulate the general objectives of drama teaching.

THE LONG-TERM AIM

Basically, there are two aims in drama teaching
namely: The long-term aim and the short-term aim.  The
long-term aim of drama teaching is to help the students
to understand themselves and the world they live in,

The drama teacher is trying to set up situations within
which his students can discover why people behave as
they do, s0 that they can be helped to reflect on their
own behaviour., It also aims to help the students to gain
experiences, sensitivity and humanity so that they will
be aware of the surrounding, and be able to make their

lives more intense,

THE SHORT-TERM AIM

The short-term aim of drama teaching, which is
the most important aim in drama teaching, is to nelp
the students to achieve understanding and satisfaétioh
from the medium of drama.

According to;the Audio Lingual Method, language

is primarily spoken, This means that to speak the lan-

guage is of first importance. If we just study reading
and writing, for exémple, it may seem useless at times.
We may wonder how wé can use fhe language actively,
Then, drama is the right answer to solve the problem.
To speak the language gives reason for learning it, and

drama gives us the opportunity to speak the language.
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In a good play the diélogue is accurate and
natural. It represents the way people talk. Ve don't
talk in pattern practices and drills. We talk in
ideas. We talk with emotion. We talk witu feeling.
They are things we must learn to add to the words we
speak if we are going to have true communication.

A play is all communication, because lunguage
is the main tool in communicating with other people,
Every word in it is communication: the communication
between one actor and another, and between the actors
and the audience.

In English classes, the students have so much
English stored up in their heads from all the reading
and the writing materials we are teaching - and they
are dying for a release, a way to let it out. Drama
is a way to release that English. In a play the stu-
dents are coumunicating for a purpcse. They are involved
in tne situation and with tﬁe dramatic content of the
play, the students get interested in what is golmnyg, to
happen. This is the reason why tuey have motivation o
perform tne play. In other words, the students do not

realize that they are practising isnglish while tucey do

their drama rehearsals.

As I have saild before that drama is invaluable
as a method.in tne exploration of other subject wcreus,
the students, tnerefore, will soon {ind muny auswers
to the problems they face in other English subject

areas such as: grammatical errors, wrong pronunciations. -

‘and stresses, etc.
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Indonesian learners of English often make gram-
matical errors when they are asked to formulate English
sentences. They tend to use their own structures. lean-
ing to say, they Jjust translate their mother tongue into
English. The example below shows the grammatical error
which is often made by Indonesian students. The state -
ment " She hit the man with a stone on his back " is
ambiguous and confusing. It seems that the statement is
just a translation from the Indonesién statement ' Dia
( wanita )} memukul pria itu dengan sebuah batu pada pung-
gungnya '". Whereas the right English statement ié 't She
hit the man on his back with a stone '". In drama, there
is no chance for the students to use such an English sen-
tence becausé we never use it in real English communica-
tion. In drama, the students are expected to put tne right
words or phrases in the right places in order to communi-
cate effectively; the drama teacher wiil have to make the
students realize that they make a grammatical error if they
use such an English sentence. The misplacing of a word or

a phrase may alter the meaning of an entire sentence, even

‘wWhere the meaning of thé individual word is not mistakable

it is important that thé construction should leave no room
for doubt'l).

Wrong pronunciations are common things in learning
a foreign language, However, we have to limit the chance to

use them in communication.

1)
Royal School Series, The New Roval Readers V,

( Thomas Nelson and Sons, Edinburgh, 1959 ), p. £5Z.
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- Learners perceived sounds in new ianguages
in terms of their native language or other languages
to which they had earlier been exposed 2). This sen-
tence implies that one undeliberately learns soasetling
new by relating one's past knowledge, experience, and
memory as a baslc attitude to the matter. Meaning to
say, without realizing a language lezrner's knowleuge
of the previous patterns of languages he has learncd,
which'we call " the first language ( the mother tongue)
" the second language ", etc, will greatly influence the
learner's perceptions of the new patterns given. Take
an example of the English word " The ', Most Javanese
will pronounce‘it (nda) instead of ( %3). In this case,
the Jévanese students tend to use their knowledge of
Javanese patterns of sounds such as: ndemék, ndepis ,
ndelok, etc, as thelr basic perceptions of the English
sound (83). Another example that showé the apparent
fluctuations in learners' perceptions of sounds in new
languages is: most Indonesian will pronounce the English
word ' technique ' as ( tehnik ), because they are
accustomed to saying ( tehnik ) in their mother tongue.
So, it is clear that the Indonesian. learners also perceive

the Inglish sounds in terms of the Indonesian language.

2) Jack C. Richaids and Gloria P. Sampson. dhe Study

of Learner Bnglish. ( London: Longman Group Ltd, 1y74 ),

PP 3 ~ K
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In drama lessons, the students are asked to do voice
exercises., They have to practise their pronunciations
based on the lines given. If we did it in formal class-
es, the students would probably feel bored because

they have to pronounce the same words many times with-
out knowing the real purpose of the exercises. But in
drama, the students will do it happily because they

have motivation to do their best; they think that it is
important to practise their pronunciation in order to
improve their characters, roles, and the messages which
aie conveyed by the lines given. In other words, they
won't feel that they have to practise their pronunciation
because they study English., Thus, they will certainly not
think that they are insulted when the drama teacher asks
them to pronounce certain words again and again.

In reading classes, chopping of words is iumportant
and necessary. The students should not, for excuple, rewd
a sentence by ignoring wlhere he must stop to take breath
or to emphasize the meaning or to make it more dramatic,
They have to know how to do this if tney really went to
master the reading skill. The example below shows how a
"sentence is badly chopped:

" Do you - think 1t will - be better - if I - don't coue
to the - meeting .?

In drama rehearsals, the students are reading
their scripts before starting to the actions. During this
time, they have to learn liow to chop the lines properly as

it is impossible for them to say their lines gmoothly while

- acting if they haven't mastered the skill adequately.
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Drama can also be seen as & precise teaching
instrument which helps bring relevance and realisn
to language learning by combining language with cul-
tural insights. In drama lessons, the students do
not only study relevant English in a real communica-
tion, but they alsoc learn how to use the language
based on English culture.. If an Englishmans‘is of-
fered something and he says " No, thank's " , he must

be sure that he will not take what is offered to him.

"Even if we force him to accept it, this Englishman

will probably say ' You know the meaning of NO , don't
you ? " On the other hand, a Javanese may say '' No ,
thank you very much, indeed !kg but if someone asks
him twice or three times , he will probably chsnge his

" No " into " Yes " without a feeling of guilty, because

"his culture teaches him to accept what is offered to him

if someoﬁe has repeated the same asking.twice or three
times, otherwise he will be considered impolite,In dranma,
such culture-based activities are exposed and emphasized
in order to enrich the students' knowledge of xZnglish
culture which finally will facilitate them to adapt them-

selves to the apprOpriéte use of the language they learn.
Since drama uses what the students bring to the
drame from their own experience, the drama teacher will

be able to diagnose whét they already know and vwrere tiucy
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are at in their thinking. The students language and
way of thinking will indicate the strategy that they
use in dealing with language learning. An active stu-
dent will speak more and react to a certain sentence
differently from a quiet student. Another student may
use too much emotion, feeling, and so on. Take an ex-
ample of statements such as: " Get away from here !'",
A certain student will say this line by shouting out
loud in order to emphasize or perhaps to dramatize his
anger, another student will express his anger by saying
the same line coolly and another student who cannot
understand the meaning of the sentence, or even worse
a student who does not understand that he is expected
to express his anger when saying the line, will probably
do it full of laughter. By knowing what they already
know and where they are at in their thinking, the drana
teacher will be able to use his own strategy in deacdiing
with each individual in the group; he will be able Lo use
the most suitable technique and approach for each student.
Grasping concepts, facing issues and solving pro-
blems are activities which should be done in learning
language processes. In drama, these activities are necd-
ed in order to train the students to understand tune con-

tent of the story, to behave properly in a certain situ-



ation and to give wise decisions on problems which
appear during the drama lesson,

Based on my own experiences, with support from
a number of friends who worked together in some drama
performances, I conclude that drama helps us tc improve
cur knglish, and we are sure that drama gives a lot in
the development of students' competence and performance.
As a matter of fact, the students who are jolning the
drama lessons never complain that drama makes thelr scu-

dy worse.
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CHAPTER II
THE RELATIONSHIP BETWEEN DRAMA AND LANGUAGE LEARNING

" Dramatic activities " are activities which give
the student a chance to use his or her own personality in
creating the material.giVen on which part of the lunguage
class is to be based. In general, these activities draw
on the natural ability of every student to imitate, miwmic
and express himself or herself through gestures. They aiso
draw on the student's imagination and memory, and natural
capacity to bring to the life parts of his or her past ex-
perience that might never emerge. They are dramatic because
they arouse our interést, and they dé this by drawing on
the power generated when one person is brought together
with others. As a matter of fact, each student brings a
different life, a different background into the class.,
However, teachers should find a way to make the students
sure that they have to use this when working with others.
Meaning to say, the difference should not be viewed as a
problem to be overcome but as an advantage to be taken,

It is the teacher's task to make the students realize that
dramatic activities are not part of the preparation for
some great final performance, because their value is not
in what the students lead up to, but in what tney are, in
what they bring out right now, In drama lessons, the stu-
dents will certainly release imagination and energy, and
this is hard to do in language teaching. However, this is
one of the purely educational objectives that take us well
beyond the limitations of teaching the foreign language as
a subject, .

10
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THE LANGUAGE

Much has_changed in language teaching, but the
conviction of " vocabulary plus essential structure
makes language " still remains at the base of nearly
every foreign language syllabus. Teaching on these
lines only takes account of one aspect'of language,
that i1s the intellectual aspect. But language is not
purely an intellectual matter. It involves many aspects
such as: speed of reaction, adaptability, sensitivity
to tone, insights, anticipation and mood - in short
appropriateness and acceptability. Learning a language,
then, is not just a question of learning to pfoduce
utterances which are acceptable, they must also be

l). The people we speak to are not dead

appropriate
matters, They may be busy, irritable, vorried, tired,

and they may also spéak too fast or too slowly. Perhaps
these people are not necessarily interesting, but they
are alive. And so aﬁe we. In order to talk to these
people, we need to know whether the difference in our
ages matters, whethér we are likely to see them again,
whether it is worth trying to influence them, whetherp
they are likely to be helpful or difficult, etc. It iz ~
quite easy to produqé statements, but the words mean

nothing unless we know who they are and why this is said,

s

1) S. P. Corder, Introducing Applied lLinsuistics,

( Harmondsworth: Penguin, 1973 ), pp. 101 - 105
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Drama attempts to put back some of this for~
gotten emotional content to language. It implies that
we need to take more account of meaning. Much language
teaching is done through structures or situations in
the belief that once a sentenée is correctly formu -
lated, a use can be found for it. Form comes first )
and then meaning. This approach can be misleading ,
even dangerous, because it accustoms the learners to
making the sentences fit into structural moulds. Prac-
tically, any sentence will have abstract meaning or
dictionary meaning, but the value may have nothing to
do with its concrete use. The context of an utterance

2). Take an example of state -

determines its meaning
ments such as: ' I am the architect of the building "
Today he says the line with full of dignity because
everyone praises him for his creation. But tomorrow ,
or a week later, perhaps he will say the same line in

a sad way and with a feeling of frustration because
experts find that the building does not meet the
requirements of a proper’ building. So, it is clear that
the meaning of a sentenée depends on the contexts of
the utterance,:.that is the speaker himself. A western
friend of mine once gajd: " I really want to lick the
ice~crean! ".LRealiging~that»it was a bloody hot day,

I bought him a bigggortion of ice~cream and said

2)'8. I. Hayakawa, Language in. Thought and Action,

rev. ed. ( New York: Harcourt Brace Jovanovich, 1964 ), p.
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" Lick the ice-cream clean ! ", This westerner looked
very surprised to see the big portion of ice=-cream
right in front of his nose , but then he suddenly
laughed extremely loud that the sound might be heard
at a distance of two hundred metres. I laughed too
because I could make him satisfied of the ice-creem
I bought. But finally he told me that I had misunder-
stood with the word ' ice-cream '" he meant. In his
explanation, he referred the ice-cream to a beautiful
girl that laid on the sea-shore, Thus it was quite dif-
ferent from the dictionary,meaning which refers the
ice-cream to a kind of driné. |

The example below also shows the inappropriate
use of the language. The senfence " Is this a watch ? "
which can be found on the first page of all old lan-
guage text-books has now disappeared. This is not because
it was incorrect sbrugturally, Oor meaningless or useless,
but because it was unpecessary and inappropriate, If we
go to England and walk~up to a busy worker, taking a very
beautiful expensive watch out of our bag and asking him:
" Excuse me, please, is this a wétch 7?1, If he does not
give us a blow, he Wi}l probabiy anéwer: " Look man, what
the hell would you take me for 2 " or," Listen mate, if

you're looking for trouble........! ". In this case, the
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question we ask is not understood as a question but as a
provocation because he will certainly think that we in-

sult him by suggesting that he might not understand the

self-evident. Therefore, it is no less provoking to force

the foreign language learners to go through the motion of
answering such gquestions simply because they have problens
of vocabulary which the busy worker does nét. It is not
the question itself but the reason why it is asked that is
at fault., In fact, there is structurally no evident dif -
ference. between the question: " Is this a watch ? " and
the line: " Is he the man who' I have met before ? '". The
difference between the two lines only lies in the feeling.
We ask a guestion to which we know the answer. This is
quite true, but we ask the gquestion: " Is he the man who
I have met before ? " because we don't want to believe
what we see. We have, then, a reason for speaking us we do.
Meaning, therefore, should not be éonfuse& with
structure. Commands are often given in the inmperative form,
but not always. Questions are asked with question marks ,
but not always. Contihuous action in the present may be
suggested by a verb ending in - ing, but not always. bdeaning
slips from one strucﬁure to another in a most elusive way,
It means that a sentgﬁce may have more than one meaning
which completely differ from one another. Take an examplek

of statements such agy " It's ten o' clock ! ", This might

be variously a substitute order " Switch off the lamp ! 'y
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a concealed warning " You'd better hurry up, they'll be
here in a minute " , a form of persuasion " Don't you
think it's time to go to bed ?" , and so on. In all these
examples, ‘the stétepent " It's ten o' clock ! takes its
meaniné from the intention of the speaker and his or her
relation to the other person. Therefore, to teach " It's
ten o' clock I' as a response to the question " What time
is it ?" i1s to place an unnecessary restrainﬁ on the lan-

guage.

Correct structures do need to be taught, nobody will

deny this, but they should be taught meaningfully from the

very beginning, Take an obvious example: The Present Conti-

nuous Tense., This is nearly always illustrated in class by
the teacher performing certain actions ( walking around ,
opening the door, etc.), and getting the students to reply

to questions., In the beginning, the students may be inter-

———

ested in what the teacher does, but interest soon disappears

because 1t seems pointless to describe what is going on in

front of one's eyes. Yet with a slight change the same act-

ions can become interesting and the guestions meaningful.
All that is needed is that the observer should not know in

advance why the actions are being performed. Drama, then,

can help considerably by ensuring that language is used 1n

an appropriate context, no matter how funtastic this context.

may seem,
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ROLI AND STATUS

As we agree that the people we speak to are alive,
teachers have to think that it is important to encourage
the students from the very start to become sensitive to
the way in which our built-in views of our own roles ure
defined and clarified through language. Throughout tue
day our roles are constantly shifting, At onekmoment we
may find ourselves in a superior position, making deci -
sions or giving orders. At another we may find ourselves
in a very low position, accepting 'decisions and carrying
out commands. Suppose we work as guides in‘a museum and
every timekwe have to ask the visitors to go upéfairs to
see another object.,. If the visitors are students of uni-
versity and we are closer to them, we may intimately say:
" Up you go, chaps ! ", If the visitors are common people
and they are still young, we may say: " Time you all go
upstairs now ! %, And if the visitors are scientists, for
example, we may say in a consuitative way: ' Would you
mind going upstairs right away, please ? ¥ In the formal
situation, we will pfobably say: " Visitors should go up
the stairs at once Qyor in a most formal way: ' Visitors
should make their wéy at once to the upper floor by the
way of the staircasé," In this case, we give commands to

them for the same pg?pose, but the choice of language
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depends on our relationship to them. The other example
below also shows how greatly .role and status-influence.
the choice of language we use., Imagine there is a den;
tist w@o is giving orders to his or her assistant, He
or she might say: " I've told you many times that I
want you to put the tools in the right place ! " , and
a few second to the customer: " Would you mind Opening
your mouth a little wider, please ? '". These are both
commands, but again the choice of language depends on
the dentist's relationship to the customer and the as-
sistant, This role would change again if the customer
is, for example, a boy of ten. He or she might say:

" Come on now. open your mouth as wide as you can,
that's right ! ",

From the examples above, we can see that role
and status teke a great part in deciding the cholice of
language We t.se., Therefore, 1f we deliberately ignore
the importance.of role and status in language use, it

means that we teach language in a vaccum way. Drama con .
{

answer the problen by groviding the students witﬁ oppor-
tunities to play the roles in order to be aware of the
choice of languages. In drama lessons, the students play
different roles and characters, which suit them in de -
veloping their own peigonalities and their own thinking,
The teacher offers roles by considering that the students

will take some advantgges from them in their applications,
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MOOD, ATTITUDE AND FEELING

Even in the most formal situations, people's feel-
ing and attitudes colour their language. This is hard to
teach indeed, but it 1s very important from the very start
to express disapproval, surprise, enthusiasm, and so on.,
Nothing is more difficult than to work with second-hand
feelings derived from pexts or dialogues, yet most students
are given only a little knowledge about.exclamations, for
example, to cover all their emotional needs in the language.

Much of our feeling, especially in English, is con-
veyed through intonation. So it is important for students
to associlate the intonation patterns with the feeling that
gives meaning to the language. Drama technigues proviae the
abllity to express the feelings through the spoken language.
By practising the ability to associate the intonation pat-
terns with the feeling, the students are expected to be
aware of the need to be able to express the ideas through
language appropriately.

Mood and féeling also influence the grammatical form
of what we say. Take an example of phrases such as: " It
doesn't matter !93 Depending on the sincerity of the speaker
this could mean §$ " Never mind !" , " Don't bother'!” '

" Too bad !" , ”MDon't worry about it ! , and so on, Drama
techniques include the expression of the mood and feeling

to say such phrases.



CHAPTER III

THE FUNCTION OF THE DRAMA TEACHER AND THi WNEwUS

OF THE CLASS

The drama teacher should be active, not in instruc-
ting his students, but in creating areas of learning tor
them, which is a difficult task and which takes a great
deal of time., It is the attitude of the teacner to the task
which vitally affects what goes on in the lesson, so the
drama teacher must be prepared to share the process of
learning with his students. He should be awére of this from
the very beginning, otherwise the students will join the
lesson with a sense of frustration rather than with a sense
of involvement., In other words, the success of the drama
lesson will finélly depend on the teacher himself.

In general, it is not enough for the drama teacher
to provide an initial stimulus, to give instruction ana
then sit back and wgit for the drama to happen. But too
often in drama lessons, there is an assumption that the
teacher is scarcely neceséary, and that the students are
capable of making d4iscoveries and deepening their work
themselves., Many tgéchers are hesitant about interveniﬂg
in the studentis! wégk, in case they might interfere with
the students! crea;§vity or self-expression. It is also
assumed that the gféater freedom the students are given,
the greater the crgétivity that appears will be, This is
guite true, no one will deny this. But if the teacher leots

the students do whatever tney like, and meanwhile he is

19
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acting only as a facilitator by suggesting the context,
providing an external stimulus, or commenting on an end
product, the students seem to create drama which extends
beyond what they already know. This kind of situation
makes the students feel confused and uncertain, and they
will soon learn that the..drama lesson is just a boring
thing they have to do., If it happens, it sounds imposs=
ible for the students to achieve any significant insights
in the course of drama.

The function of the drame teacher, of course, is
to challenge, arouse interest, give confidence, co-ordinate
achievement, encourage reflection, and so on. It is pretty
difficult to achleve such things, indeed, but there is
nothing he can do except trying to accept these very dif-
ficult tasks with a great responsipility ana will,

First of all, we have to excite the students, ex-
pose them to what we have to offer and interest tnem in
it. ‘The approaches can be different for each student., The
drama teacher deals with human beings and not with thin;s,
so every single persgn may differ completely from the
others. The best wayfto know how to present tue materialy
and how to deal with the students i1s to know tnem individ-
ually. 4 good drama teacher should build his relationship
with the students baged on both similarity and difference
they have. He has to-find a way to combine the two factors
in order to establis) the harmony. If he successfully in=

terests his students, they will learn,
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Once we have the students' interest, we can chal-
lenge them. Give them goals to accomplish, and let them
know that we expect something from them, It is good for
the students to know that someone else is expecting some-
thing from them, because it will give them possibilities
to develop their self-confidence and to make sure that
they can give meénings in the unhity.

Another important thing the teacher has to remem-
ber is that he should be able to create the right atmos-
phere in his classroom, If the atmosphere is one of
tenseness and tightness, the learning process will not
be effective and the students, of course, will not be
able to concentrate properly on what they want to do.
But when the atmosphere is one of relaxation, happiness
and fun, they will certainly be able to learn.(see chapter IV)

A good drama teacher needs to be a skilled organQ
izer. He should be able to organize things such as: get-
ting the class to become a group. He has to make the
students feel that they belong to the group. Consequent-
ly, he must become the member of the group too. A teach-
er should act as a coach, gulde, encourager - anything

1), This implies that a

but the centre of attention
teacher should not be a very special man who is always
up in front. He can be a strong leader and supporter

everywhere 1if he ménages to control the class. If it is

1)
).Eloyd M. Cammack, " Language Learning via Via ",

Forum, ( The Art of TESOL, part one, 1975 ), pp., 167 - 169,
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possible, rearrange the classroom in many different ways
to give the studemts a new atmosphere. We should not get
the students attached to one desk, one place, but vut
them in new places, both to test their security und to
give them,.eventually, more security by enavling them o
adjust to a new arrangement. Doing voice exercises is

also necessary for the students. This kind of exercises

is a good form of relaxation and it will give the students

a way to build up their self-confidence.

PLANNING AND CONTROLLING

In planning, the drama teacher decides what the
needs of his class are, and what experiences he wisnes
the students to have in the drame lesson. He chooées tie
context for the drama, takes suggestions from the class,
or follows up some subjJect areas which the class has al-
ready studied. To do this, he needs to decide on tne
specific focus for the lesson; when he is going to start,
when he must stop for further explanation, etc., This fo-
cus should be thought of in detail, so that he can be sure
that it will contain the elements he wishes the students
to experience, and that it will allow exploration of wider
subjects., The focus should be exact so that it gives a
sense of involvement‘to the class, He should not let the
students feel that @ney work without any exact direction,
because this attituﬁg wilill stop their work psychologically,

Once the context is selected, the teacher creates g

particular climate in which the process of learning can
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take place. He directs the attention of the class, opens
up possibilities, evaluates what is happening and judges
the right moment for further development of the iheme, He
should also be able to use and build on his students!
contributions, so that the learning may be genuinely
shared.

Control is often the most difficult factor in the
drama lessons, because the conditions in which drama is
taught , and the relationship between the teacher and the
class differ from those of other lessons. In tunis casc,
the arama teacher usually invitesand encouragesphysical
and verbal activities, rather than surpresses. them. But
he must make certain that he is teaching within the linmits
of his own security, and that he can contain the contri -
butions of the class ﬁithin a meaningful framework. bgual=-
ly, his students need to feel safe in what they call an
unfamiliar and threaténing situation., If the situation
remeins as 1t does, it will make a relatively cool relavion-
ship between the teagher and the students, because this
situation crgates a QQP which may become broader, On the
other hand, this kiné of situation can help both the teacher
and the students to ge genuinely adventurous and creative
if the rules of the §éme are clearly understood, Of course,
these rules will vargyfor each individual teacher, but
every teacher will nged to ask himself how far the environ -
ment in which the lagson is held, the signals he is giving
to tne class, his oﬁn attitude to drams and his studernts!

expectations, affect his control of the lesson., If his aim
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in drama is merely to give his students fun, or to com-
pensate for a difficult maths lesson, if his. relstionship
to his students is just an attempt to be the best mate,
or if he is unwilling to accept his responsibilities as a
teacher, . then we should not be surprised 1if the students

do not take him or his drama teaching seriously.

OBSERVATION AND INVOLVIMENT

A drama teacher shculd know nhis class well ana
should be able to train himself in observation of the
class such as: its mood, its needs and what 1t is able

to learn., By doing this, he will become aware of class

' groupings and leadership, which are often expressed 1in

the physical way the class arranges and in the class
strength and weakness. The teacher should be able to
read the atmosphere of the class at the very beginning

of the lesson, and will not, for example, use warm-ups

'if the class is already warmed-up to the point of hys-

teria, By observation the teacher will become aware of
his groups' ability to co-operate, plan, solve problenus,
and make decisions, His knowledge of his class will in-
dicate to him what they need to learn through his drama
lesson,

Total involvement from the entire group should be
achieved in drama. A class which 1s extremely kepl busy
in non-stop physical and verbal activities wcy ¢ll look
more involved than é class which is slowly worwdn:, 1tg

way towards the group understanding of « prowvluw, ©aL
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it can be misleading to judge the level of involvement
only on external appearance. What the teacher should do
is to find an individual or group who seems uninvolved
and then challenge them and make them interested in
what they need to do and learn. Perhaps, he has to tell
such a student that the work will not be successful
unless every individual in the class takes his respon -
sibility as best as he can do, even if he has Jjust been
given a small role., He may also talk to him individually
and discuss his lines and charactern in the play. If the
teacher can make the student feel c¢loser to him, and if

he can make the student sure that his involvement is

‘needed and necessary for the work, hopefully the student

will try to do his.best in the nexi% lessons. But if the-
teacher fails _fo'qQal'.'with such students, the unity
of the class will §§ broken and the rest of the class
will be affected bglthose students. As a result, the

drama lesson will ;1nally become & worse thing both for

the teacher and thg class, and this is only a wa t@?@k%

e 4

time, energy and i@eas.

ELECTIVITY

S

To make our %eaching effective we must be select-
ive. Besides this, drama teaching demands a high degree

of selectivity both in gesture and language, A good dra=

- ma teacher should not, for example, choose a play written

by Shakespeare, which 1s only azcessible to limited audi-

ence, if he aims to give Znglish to High School students.
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Because in such a play the language is not what we use
today in daily'conyerSQtion; the étructure, vocabulary,
and phrases are not what the young people of toduy need,
Therefore it is wiser for the drama teacher to cnocse
modern plays which are written in simple knglish, es-
pecially plays which contain the Englishs.we want.

In doing the activities, the drama teacher should
not, for éxample, ask his student to sit on the fence
when saying a certain phrase or line, but later he asks
the same student to sit on the grass for the same pur-
pose. This attitude, or better to say, this inconsistent
instruction, will spoil the work and will create uncer-
tainties in the process of leérning. Most teachers ig -
nore that students need to feel confident .and secure
both in learning and doing something. Too :0ften in dra-
ma lessons the teachers give instructions spontaneously
but then they forget;them and give another spontaneous
instruction that wi;l make the students say to them-
selves: " What a.tegéher ! ", In this case, the students
will think that thei}don!t need to follow the teachers!
inconsistent instrquions and that they need to consider
whether they stop dé;ng the work or not., If the teachers
do not realize insté?tly that they have’gade wrong steps,
and 1f they think t@gt students should obey what they say,
then they should noglbe frustrated if their students don't
come to the next;leéaons. Thus, they should be aware of
this situation. They should prepare everything the cléss

needs in detail, including their own attitudes, approach
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and technique., Moreover, teachers should be able to
select and choose things such as : a suitable and

relevant theme, words and dialogues, capable students

\
/j
QUESTIONING /7

The drama teacher needs to be a skilled questioner,

in playing their roles, etc.

He should be able to use gquestions to focus on a particu-
lar situation or to open.up the universal implications of
a particular situation and to reveal up the problems which
arouse Within the-dramatic context, Questioning, és an im-
portant part of learning, can work within the drama, for
example, to test commitment, to deepen the thinking level

of the students, to challenge assumptions, to move the

drama on, or to find the relevancy outside the drama itself
as part of the reflective phase of the lesson.

In practice, many teachers use questions only to
check facts, and negleét the opportunities for usirng skil-
ful questions to help imppove the students' tiinking. Most
of them are not aware of the fact that the questions they
ask may have nothiqg to do with the context and do not
support the development of their work. A good suestlioner
should avoid the situation in which the students may feel
cornered. If it haP?enS, the students will anticipate the
questions as an inggrrogation. Such things should be thougnt
of wisely, otherwigé the result will be completely different

from both the teacher and the students' expectations,
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Questibning, even using Yes / No questions, is
needed and is of vital importance. For those who feel
insecure or uncertain, this kind of question can allow
them to make an individual commitment to the work, and
may encourage them to a more adventurous contribution
later,

Questions can also be used to feed in information
in an economical vway, to test where the class is at, aud
to lead the class in its reflection upon the work. In
short, questicns which can help the hesitant students
to gain confidence and knowledge they need, vwill iiake
the class more active in expressing their ideas and will

give advantages in developing the learning process.
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CHAPTER IV
SOME PRACTICAL CONSIDERATICONS

In carrying out the drama lessoun we still have Lo
think what we should do first, what obstacles may «ppear,
how to make the lesson go on smoothly. . Ve cunnotl muke
sure *hat if we follow the rules, techniques and metnods
as they are described in many good books of drama, the
learning process will -automatically be successful. The
most important thing teachers should do is that they have
to create a flexible course by including many various
approaches to iearning, and that they have to be sensitive

to the problems which arise during the lesson.

LANGUAGE PREPARATION

It is impoftan; from the very start to prepare what
cetegories of languagé will be needed in doing the activity
o+ the drawa lesson, This kind of ectirity, which is essen-
tially student—based,?must be given in order to facilitate
tke students with the practice they do., Depending on the

: nature of the activi?yg almost any lanjuage function can

come into play.

he examples QﬁLow show the lanpguage needed for
getting things done ;i a group situation:
Tell me what you saw §esterday,
What did she say ?
Whose turn next %
Give the cards to hiﬂﬂ

You will be the customer and I will »e the book seller, etc.

29
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The examples below show the lanpguage used to come

to agreement, to describe, comment on, or recall

tivity in question:

He seems to ignore me.

I don't see any difference between you and him,

Yes, of course, 1 like her very
I think 1t should be like this.
He didn't understand.why:he was

It is also necessary for

several expressions of the language such

Lxpressions of worry

I am a bit worried abouUl.eeeees
I am afraid it mighteeeeeesoeas
I am quite certain that........

But my fear 1s thateieeeeeeeeee

hit, etc.

We would have enormous problems.

I don't guite s€e hOWeeoossosoee

I totally disSagrCCeesesssssoccsne

I cannot accept the view put for

I am not convincedeeeeeoeeosecsanse

I am critical Ofeeeevoeoonossen

Expressions of reassurance :
There's no need to worry about.
It's oeen proved tunat..eeevenne
I can promise that.esiesoosonnne
I can tell you thateeeeeeeoeons
What I thought WaSeeceeeeoseses

There's no cause for concern.

much.

the

Your criticism has no foundation..

as:

etc.

etc,

tne

students to know

aC-
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In an activity which involves a great deal of
agreement or disegreement, we might set the stucunts!
thinking by offering thew several dogmatic statenents
avout things familiar to them, for example: ' The lion
is more dangerous than the tiger ", Then we write sone
common phrases expressing apgreement or disagreement
such as: I don't think so; I am not certain but; I dis-
agree with; etc. The students should practise the ex -
bression again and agalin,and react fo every phrase using
the expression given,

Certain activities may involve more careful prep-
aration. If the students need to know how to suggest an
alternative course of action, they will need to know ex-

pressions such as:

“‘\""H'ly dOH’t younnciuoon..o.o
Do you think it will be better ifeececeesss

If 1 were yOu............etC.

Such practices, as they are done in the classroom,
will greatly influence the development of the students!
thinking rather than the practices on phrases such as:
this is a book,y those are dogs; etc. By knowing the ex -
pressions mentioned above, the students will be able to
express their feelings, emotion and ideas through the
language they learn because these practices serve as a

basis for the free uses of expressions in drama activity.
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It is a common fault of foreign languaie learners
to use fine-sounding words, of which tney often daoc not
know the meaning. They tend to use the words Jjust because
they feel good to use them, and not because tney need to
use them. Therefore, the drama teacher should ve awure of
this from the beginning. He has to make the sludents sure
that the choice of words is very important in conveying
the wessage 0f the sentence, and tnet an approvriate voro
in a certain context snould be plain, forcible wna snovuald
go straight to the mark. Take an example of statements
such as:'""He proceeded to his residence and there perused
the volume.,'" The sentence is weak and ambiguous, but the
sentence: " He went home and read the bock," 1is clear ana
acceptable. Thus, the teacher should emphasize the ilmpori-
ance of using the right words in the right context in order
to avoid misunderstanding. Use the words that most exactly

1)

express your meaning .
SPACH

In drama lessons, the activities demand an ldeol
space because they involve movements., Some activities way
need an entirely open'room, otners may only use a few
chairs. Thus, different activities require different
afrangements. Teachers should be wise in deciding the
kinds of environmenta ‘they have to arrange in order to
support the learning processcs. This may teke tlue, vual
it is well worthy for the students especisll; when tioy

work in groups.

1 .
) Royal School Series, The New Royal Readers v,

( Thomas Nelson and Sons, Edinburgh, 1959 ), p. 252.
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As for my own experience, when I did the drama
rehearsals, every single person in the -group, including
the drama teacher, worked together to move the chairs
and tables to suit the environment we needed. This was
done everytime before the rehearsals, and after the re-
hearsals, For the first time, it seemed that the rou -
tine work was a boring thing and a waste of time. How -
ever, we did it happily later. We helped each otner,
made fun and talked about the activities we would do
later while doing the " warming—up ", Based on this ex-
perience I conclude that working in groups for the sane
and certain purposes gives meanings to the progress of
the class and the work itself, even only by removing

the chairs and tables.

FINISHING THE LESSON

Like a good story teller, the good drama tewcrer
should know when to stop the activity; he snould not
think that when the activity is going well he unas to
let it run. He has to stop it when he is sure thet tue
work is enough for the part he plans, even when tne ac-
tivity is about to reach tihe crucial moments of tune
story. There may be a protest of " We haven't finisgned
yet ".or " I prefer to stop after the problems have got
an answer ', but this should not worry us because the
slight tension and frustration creates a positive aspect
of learning, that is, the need to know further sbout what
they have done; what the result is; how the stbry should

be, etc. With a sense of discontentment, the students
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will develop their own thinking about thne unfinishea work,
and wnat they should do in the next lesson, and now to
overcome the problems if they are allowed to continue

the vwork, etc. Thus, without realizing it, the students

get their pure motivation to do the drama lessons. In otuer
words, the teacher can arouse tne students' interest by

leaving the work in questions.

DIFFICULT STUDENTS

In learning processes, there will always be some
students who are difficult to adapt and cooperate with
others. Some are genuinely shy, others will react to what
they consider " A useless Lning ', eithier by withdrawin:
or by over-participating, and some of thewm even act au
trounle makers., Facing those students, meny teachers ¢iten
feel upset and compensate for the failure by ignoring them
or by giving them unwise treatments, rather than changing
the approach,

Shy students are difficult to deal with, indeed.
But teachers should know what maskes tnem refuse to speak.
The teachers need to know exactly whether it is because
they don't master the speaking ability or they just have
no self-confidence, or perhaps they have reasons to keep
silent. Suppose they refuse to speak because they don't
master the speaking ability, the teacher may talk to them
individually and encourage them by reassuring tnat making
mistskes is normal, and that everyone should lecrn {rom

the nistakes in order to improve niwself. The teacucrs



attention, warmth and praise to such students ure
better given rather than assuwming that they ISENe
lazy students, not task-oriented, a@nd 50 oOn.

If the students keep silent because they
have no self-confidence, teachers should find a
way to make them sure that they will gain confi -
dence once they begin working in pairs or groups,
because in a small group of three or four studeuts
who are in the same level they do not worry azbout
making mistakes. In drama they will speak more
because they know what they have té say as they get
their lines. Thereforé, confidence will be built up
step by step after the students are sure that they
can do what other people do.

Group pressures olften prove to be an effect-
ive power in dealing with students who are over-
“acting and who overdo everything. If we notice that
certain.students . always do something to make the
cther students loose their concentration, we snould
net, for example, ask thew to leave the class or
give them punishment. These unwise treatments will
not be effective in dea;ing with such students, even
tney will think that they win the game because they
can n¢ke the teachers uéset. If we give them punish-
ments, such students w}1l liate us and nate

sninloosh,

)
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Thus, we hnve to use the students' weaknesses in order
to teach them & lesson. IFor example, the teascher turns
everyone's attention fully on them by saying: " That
was interesting, could you do it again for us ? ". 7This
strategy will make the students realize that they can-
not go on long in the same way and manner.

It is also i1mportant for the teachers to remcm-
ber tnat they should not force the students into roles
which they feel uncomfortable. A good drama teuclier
will not, for example, ask a siy girl to play the role
of a talkative woman who always punctuates her lines
with burst of laughter and mirth and eyes a' twinxkling
wnen she speaks. Because 1n decidlag the roleo, toe
tescrer hes to consider the,back ground of the iaalvi-
dual student; whether 1t can support him or hurj; .hetiner
it will be a challenge for him or her, etc. I o suudent
has strong muscles and cool appearances, he mi;ihl be
given the role of a body guard or boxer. Bub Li he 1
tnin and weak, he might be given the role of a vogpar
for instance. The teacher may also give chellenes tu
students who have great talents.for acting, though thelir
external appearancesdo not sult the characters given.
Bat it ds too risky for the teachers to give such chal-
lenges 1f they haven't pot enoupgh skills Lo dig the
students' talents.

There are s0 meny things to be considered in
deciding roles, but in a simple way we can say that
students who are given roles which do not suit them

will not be able to concentrate on what they do, even
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it will make them suffer from the work, and finally
they will stop doing the activities without gaining

anything.

SELSCTING A PLAY

In selecting a play, the drama teacher needs
to consider at least three important things wnich
influence the progress of learning through drama.
They are: level of learners, language ( words and
dialogue ), and relevant themes.

Level of learners is the most important one
to be considered because it will be used for deciding
the language the learners need and also the relevant
themes which can give insights to the learners' devel-
opment., It is unwise for the drama teacher in element-
ary schools, for example, to ghoose a play on love storye.
And 1t is funny for a drama teacher in advanced classes
to choose a play on " kancil nyolong timun ", The learn-
ers in elementary schools ( the beginners ) do not need
English for expressing love between man and woman, even
they still cannot understand what love means. On the other
hand, learners in advanced classes need more special lan-
guage that will support them in achieving the language
mastery; Moreover " kancil nyolong timun " will not give
them suitable insights to their 1life and cannot be seen

as an interesting story for adult,
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THE _USE OF [THE HOTHER TONGUR

When someone gets excited, the most possiviiity Lo
express the excitement 1is through his own lang.uauge. The
tendency to use the mother tongue.in‘such a situation is
normal and natural, so this should not worry us. we tecch
the second language and we wish that the students use it
in any situation which can improve the learning vrocess ,
but we have to be aware that we should not ask the students
too much by insisting too heavily on the use of the language
they learn. However we have to limit the chance to develop
the unexpected atmosphere in the class by moving from group
to group, for example, or by sending a sftudent round as a
reporter to each group. Hopefully, this strategy will pre-
vent the students from getting caught up too deevly in
using the mother tongue and will have an effect of persuading
the students to use the language they learn., If tuere are
still students who use their own language too much in the
conversation, the teachers may use anotner effort to over-
come the problem, for example by saying " Don't speak in
French " or " Your group does not understand Swanili

languagef etc,

STUDNT-TEACHER RELATICHSHIP

As it has been discussed before, the activity in
the drama lessons will not work unless tnere is a relaxed

atmosphere., A relaxed atmosphere is crucial l). It means

1) Richard A. Via, " English through drama ",

Forum, ( The Art of TKSOL, part one, 1975 ), p. 159.
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that the teachers should create a healthy relationship

with theif students, not as the best mates, or the bpest
leaders, but as the best companions in working togetner

for the same purpose. This is hard indeed. Many teacners
often feel that they are the source of knowledge, tnerefore,
they have the right to judge whether it should be like this
or that. Even some teachers try to be different in many
ways from the students., This can be dangerous, vecause it
will give the students impressions that the teachers are
unsympathetic. The more the teachers aét as scilentists, thne
more the stﬁdents ignore them. What the students need in
the learning process is understanding and love. If we Lry

to understand them; their ideas, their mistakes, their mood,
their lack of knowledge, they will accept us as part of
their life., And when we give them love, they will iove us
too and will love what we give to them., Love makes under -
standing and understanding will finaily create love, Thus,
if we successfully create such an atmosphere in our class-
room, the students will be relax, and the teachers will

also be able to take the advantages from the situation in

vhich creation and invention may appear.

The best way in maintaining a good student-teacher
relationship is by getting along with the group as often
as we can., LEven if we have free time we can ask them to
go for a picnic,:fpr'exambie; or\to g0 fo the movie, to

the restaurant, to the theatre and to bther places that
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will enable us to build warmer relationship with them,
Of course, this will need money. But we still can ma-
nage to get money from the students' contribution and
our extra money. In such a situation, we should not
think that we are teachers. We have to forget the
formality for a while and become one of them. My drama
teacher ate from the same plate and drink from the sane
glass wilth the students. He often brought some packs of
cigarettes in‘dramé rehearsals, and within a few seconds
there was no one 1éft anymore. On the other hand, he
never felt embarrassed to ask ﬁs for cigarettes or.
asked the students to buy some cigarettes for all of us.,.
In this case, he emphasized that " take and give " will
make us feel closer, As a matter of fact, we never gave
less respect to him even if he asked us to buy him food
since hée was broke ( This is, of course, because he often

spent his salary for our entertainments, refreshments, etc).
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THE DRAW-BACKS

Though it has been proved that drama gives a lot
of advantages in language learning processes, it does
not mean that drama has no negative side in its appli-
cafion. In broader sense, people believe that drama will
change the studénts' attitude and manner in their daily
life. They tend to behave not as Tono or Murni, but as
Mr. Brown or Mrs. Blair. Even some of them act as Marilyn
Monroe or Alain Delon or someone else. This is not funny
at all, but it is true and it always happens as a result
of the drama lesson. Therefore, the drama teachers have
to be aware of the facts that drama can influnce the stu-
dents' personality. Thus, tlie drama -teacher has to make the
students realize that they should not become one of the
character . in the play. It is important to know other people's
character in order to learn the expression of their lan-
guage, but this should not change our own personality.

After successful performances, some students, es -
pecially those who play important roles in the play will
usually tend to be proud. They sometimes think that they
are the most vital factors in achieving the best result
of the performances. They are the greatest and the most
popular ones, therefore, they firmly believe that they
deserve to be considered ' special students ',

Drama takgs a great deal of time and energy, there-
fore, some sfudents will use 1t as an excuse for failure
in studies. So, the teacher should find a way to make the
students sure ﬁhat they will be responsible in all their

studies while joining the drama lesson,
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CHAPTER V

EXERCISES

o WAY: ( Exercise I )

LAY G
1001 N D

The topic is chosen because it involves tne activity

of asking and giving information which the writer considers

necessary '‘and interesting.

MATERIAL

John
George
John
George

John

George

John

George

Girl

George

John

George

e

We have come to the Mill Lane, which road should
we take then ?

Have we ? #ell, I'm not sure but why don't you
ask someone 7

Come on, you said that you knew where the park is.
Did I say that ?

Yes, you did. Now 1f you think you don't know how
to get there, you'd better ask that girl.

Me ? Oh no, you ask her. I prefer to wait here.
Come on George, have a try. It is your idea to go
to the park.

Yes, it is. But,.eeeI'm a kind of shy John.
iixcuse me, could I help you ? You two luok in a
trouble,

Yeé Ry e vs e €y e e WE EI'Cass o tlying toe...

We are trying to find the bark, COul%'you telli us
how to get there, please ?

If you don't mind, mame..er....lady.

u2
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Girl : Well, go straight on this street till you come to
a round sbout, keep walking on Tree Grave till you
come to a T. junction, and then turn left till you
reach a cross=roads,The park 1s on the corner and

on the left side of Green Lane.

John : Thank you very much, indeed., Good bye.

George : Me too, lady. Thank you....you're very kind, bye !
Girl : You're welcome, Have a good time, bye !

SHAT T0 0O ¢ ( The first meeting )

The teacher shows to the class the picture ofi a 1ork ,

s .cross-roadf, round about, T, junction, and bend,

Vi T——

FORK. CROSS-ROADS | ROUND ABOUT | T.JUNCTION PEND
| )

The teacher reads them one by one and asks Lhe stuucnts

to repeat after him until they recognize which is which.

The teacher uses a wall chart to replace a real map.

Iw
LL MILL LANE
(I §
B3k n l
' :’ 1] schooL
TERL
|

FITZ STREET
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The teacher shows to the class how to ask the way by
using phrases such as |
Excuse me, could you tell me the way to tne shops, please 7
Excuse me,'could you tell me how to get to the bank, please?
Excuse me, could you tell me where the hospital is, please ?
Excuse me, could you éhow me the easier way to the bus
station, please ?
Excuse me, please, I'm trying to find the park. Could you
help me ? etc,

The teacher gives examples of giving information by
using phrases such as
Go straight on this street till you come to a cross-roads
Keep walking on that street, at the end of the street you
will find the bus station.

The bank 1is about five hundred metres from the hospital. etc.

The teacher drills them and asks the student. to

practise it with his or her partner.

The followlng lesson is used to review and to prac -
tise the real conversation in the script above. ( The class
is divided into groups of three students and tney wure zllow-

ed to read the script while performing the conversation )

The third meeting is used to perform the conversation

and the acting without looking at the script.
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EAVING ‘Lics ¢ ( Exercise I1 )

REMARKS

The topic is chosen because the activity ewmphasizes
the use of English conversation that frequently occurs in
daily life. Besides being cheap ana simple, it i3 ¢lso casy
to orgaenize.

MATERIAL

Woman : Let'!s have tea in the garden, shall we ?

Man : That's a good idea, Shall I take the table ocut 2
Woman : Yes please, and the cnairs too.

Man : Right, where shall I put then ?

Woman : Oh anywhere, I'll bring the tea. ( off stage )
Man : Good, we'll have the table here and tne chnairs

here, ( arranges the table and chairs )
Woman : ( comes in and brings the tea )

Why nave you putl the table tnere ?

Man : VWell, you said anywhere.
WWoman : Yes, but be sensible. I1'11 be too hot tuere.
Man : Where shall 1 put it then 7
Woman : Bring it under the tree here. That's better.
( sits )
Man : Now perhaps we can have some tea. ( tries to sit

comfortably )

Womant : Oh dear, I'm so sorry, I've forgotten the sug.r.
Hould you mind getting it for me ?

Man ¢ Not at all, ( Qff stage with a bitter smile, but

tries to be gentle.)
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Woman : Where did I put the milk ? Ah, here it is.

Man : ( comes in ) Here's the sugar.

Woman : Thank you that's your cup.

Man : Thank you this is very pleasant.

Woman : It is, isn't 1t ? But I'm a bit cold here. Do you

think you could move the taole again ? I'm sorry
to be a nuisance,
Man : (a little bit upset ) All right, I'11l put it back

where it was. Is that better ?

Woman : Much, Where are you going ?
Man : I'm going indoors for a bit of peace anu guiet !
WHAT TO DO

The teacher reads every single line out loud wno asks
- the students to repeat after him. The teacher does ine éame
activity twice.

The teacher gives the script to the students and askg
them to repeat after him once again by reading it.

The teacher gives the students five minutes to find a
suitable partner and asks them to praétise the conversation
in pairs., |

The teacher asks the students to perform the reading
of the gscript in front of the class.

The teacher discusses the conversation with the stu-

dents and tells them that the next lesson will be used to
perform both the conversation and the acting witunout looking

at the script.
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RiMARKS ¢

The performanée of the story is meant to ve neld in
the end of the semester as an end production of the drama
lesson in one semester, so that both thne teacher ana the
students can evaluate the result of their work - whether
they need to work harder - whether the drama lesson can
give meznings to the process of learning, etc,

The story of Jaka Tarub is chosen because it 1is oric
of the wnost familiar folk legends which the writer considers
interesting and suitable for a drama lesson. Therefore, it
will be easier for the students to adapt themselves to the
situation in which they need to express it tarough the lan-
guagé tiey learn., Besides this, it will be much more enjoy-
able for the students to accept the responsibility given
since thelr knowledge of the story will help limit the
difficulties that may appear during the lesson.

The preparation of the performance can be done in &«
relatively short time ( not more than six weeks ). If necess-
ary, the rehearsals may be. held twice a week in the oveginning

and three times a week before the real performance.

MATERIAL : ( SYNOPSIS AND SCRIPT )

Jaka Tarub was hunting. wlhien he saw tne seven oon,,els
swimming in a lake. le was s0 excited to peep tne ovecucliul
angels that he forgot his hunting. Meanwhile, he Urieu Lo

steal the angels' dresses, and finally he managed to ¢l cne.
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After bathing, the seven angels prepared theuwselves to
go back to heaven, but Nawang Wulan, the most beautiful wcugel,
could not find her dress. Her friends could not help her and
left her alone. Nawang Wulan was s0 sad that she sturted cry-
ing. Then Jaka Tarub appeared and asked her to go home with
him, She had no choice, so she foilowed him and became Jaka's
wife.

Nawang Wulan and Jaka Tarub had a nice baby and lived
happily in the first year of tneir marriage. But one day,
Jaka did the mistake., It all started when Jaka tlhought tnat
he had to know why Nawang Wulan asked him not to open the
rice cocker., He was in doubt first, but then he opened it.
Jaka was surprised to see that there was only a small bunch
of rice in it, not enough to feed a baby. He asked himself
why tney Wére never starving, even they alvays got rice more
and Yore everyday. But then he soon realized that his wife
did the unbelievable thing by using her supra-natural power,
While he was contemplating, his wife came in and savw what had
happened. She was surprised too; she told him that she would
not be able to use her power anymore because Jaka hnad forzgot-
ten his promise and did thing he should not do.

Months had passed and the barn was almost empty because
they coculd not cook a small bunch of rice for three moutis
anymore., One day, Nawang'Wulan found her dress under the
bunches of rice. She knew that Jaka was the man who stole her
dress, but she forgave him because she loved him too. She wore
the dress and them came to Jaka and her baby to say good bye.
Actually, she did not want to leave them, out she had to because

she knew that God had decided to take her back that day.
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Nawang

Nawang
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SCENE I ( THE STEALING )

: Look, there is a wonderful lake below us,

isn't it ?

Yeah, the water is so clear that I can see
my beautiful face on it, Shall we go there ?
That's a good idea. 1 really feel hot today.
I want to swim.

Yeah, me too, I want to wash my hoir., You
know what ?

What ?

What ?

What ?

I happen to bring shampoo !

But I can't swim, I only swin when I'm surc
that the depth of thé water is no more tran
one metre,

Well, you'd better take care of the dresses
then !

Hey Galih, what's wrdng with you ? why do
you look so sad ?

Ehm....I want to swim too, but unfortunately
I don't bring my bikini.

Come on Galih, you don't need it. The lake
is a long way from'the villages and it is
surrounded by the wild forests., There's

nobody there,

49
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Nawang Semi : That's right. After 211, no one will look

at your body. You're too fat, you know that?

Nawang Galih : Me ? too fat ? Yes, but I'm sexier than
you are.

Nawang Sari : Are you coming Wulan ?

Nawang Wulan ¢ Yes, I'm coming. But we Tust g0 back soon.

Don't be too long.
Nawang Kerti : It is still early honey. Anyway, we don't
need to be in a hurry.
Nawang Sari : O.k. girls, let's go there. Don't waste
your time.
( The angels are swimming and laughing happi-
ly, meanwhile Jaka Tarub is exposed. He
looks unhappy because he has not got a

single bird )

Jaka Tarub : Hell,...I miss it again., It's really a bad
day. If I don't get any bird today, I won't
hunt anymore. Yes,..l had better change my
profession., I'll go to town and try to be-
come a salés-man or a fortune teller or...
anything I can do.

I hear girls' voices., Is it possible Luat
there are girls in this wild and hounted
forest ? Hi... mrinding gitokhku !

But, yeah...I'm sure that it's ;irls voices,
Well, I have to know where the, cre and

what they are doing in tlis plece.
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I feel fresh now. Look at we, am I veculiiul
now ?

Yeah, it's nice to swim here. 1 think I suaould
come to this place another time.

We have to tell our friends that we hove

a good place to visit.

Wow,eeesdls it real ? Am I dreaming 7 [lncy

really wonderful., ( Jaka steels the dress )

O.ke girls, let's dress quickly. It's getting

dark now,
over there 1

Hey,..that's aine. Yours is

necklace 7 4h,here iu 1s !

Wait, T want to make up myselfl tTirsti. Glve
the lipstick to me.
I cannot find my dress. One of you aust have

hidden it.

How can 1t be ? We were svimming togelher !
Yezh, you must have f{orgotten crcr. ou dove
put it.

Come on, it's quite lute now, No Jjuke ar uore,
Let's go !

Really, I'm not joking. For thne saxe of woa,
please, don't leave me alone, Please,.s..!
Oh God, help me please, Make it not real,
please !
Hey girl, what are you doing here ? VWhy are
you crying ?

Oh no,

go away from me., Don't stare.af me

like that !
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52

Look,..e1l'm trying to help you. well, take

my sarong to cover
Huh,...1t stinks

All right, you can

your body. That's bettor

tell me what has unappened

later. It's quite dark now, and the wild

animals will soon come out for tuelr preys.

So, you'd better stay in ay house.

No, I won't., I must find my dress.

All right then, I won't force you if you

really want to stsy here. Good bye !

Wait,...!

What's up now 2
Lhm....nothing.

Well, see you again. Bye...!

Wait for me !

I think I agree with you.

.



SCENE II ( AT HOME )

( Jaka sings and plays the guitar ) ( optional )

HERE, THERE AND EVERYWHERE

To lead a better life, I need my home to be here

Here mzking each day of the year
Changing my life with the wave of her hands

Nebody can deny that there's something there

There running iy nands through her hair
Both of us thinking hovw good life can be

Someone is peeping but she doesn't know he's there

Refrain : ] want her everywhere and if she's beside me
I know I need never care

But to love her is to lead her everywhere

Knowing that love is to share

Fach one believing that love never dies

watching her eyes and hoping I'm always there
I want her everywhere and 1f she's besido ne
I know I need never care

But to love her is to lead her everywhere

Knowing that love is to share

Lach one pelieving that love never dies
Watching her eyes and hoping I'm alWays there
She'll be there and everywhere

Here there and everywhere

( Written and sung by The Beatles in 1566 )
53
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The head of the
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( comes in and claps her hands )

Great...! I like the way you sing Jaka. I mean,

you have a nice voilce. ¥hy don't you go to town

and become a singer ? You can make a lot of

money with that !

Thank's a lot for your appreciation, but money

does not mean anything for me. Moreover, I'm

not interested in popularity. YOU S€€esseses

I prefer to stay at home vwith you.

Really % You're magic Jaka, I've just been

living here for three days, but I feel good to

stay beside you.

Do you think so ? well, then why don't we get

married soon ?

Let me think it over Jaka. You see,...a marriage‘

does need a process, doesn't it ?

( there is & bang on the door )

Open the docr Jaka. We need to telk with you!

Yeah,..come .out or we'll break in !

Hurry up, open the door, cunny rascal !

Hey,...%hat has happened ? Are you all going

mad ? What's wrong ?

villagers : You asked me what's wrong ? ley,..
listen, he asked me whet's wrong.
O.k. foolish boy, I'll show you
what's wrong. This wicked womuzn hiss
been staying in your house for three

kdays, and you haven't reported it

to me, that's what's wroung ! you
don't give any respect to me, ;ou

have made a big trouble, con !



Jaka Tarub

The crowds(l):

(2):

(3):
(L4):
(5):

(6):

(7):
(8):
(9):

( all):
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But chief,...we don't mean to....

Say no more ! We don't need your argunent,
Yeah, we don't want any " kumpul kebo " in
this village.

Send them to the court !

Punish them, sinners !

You make us ashamed, Jaka !

Send Jaka away from ﬁhe village, banish nim !
He doesn't deserve to live here !

But,.... what about the girl ?

Don't vworry,...l1'1l1l take care of her.

WhoOO00 4444 Who0004 4!

The head of the villagers : Shut up ! Now Jaka, what do you

Jaka Tarub

The crowds(l):

(2):

(3):

(4):

(all):

want to say about this 7
Look chief,...1 know it}s all my fault. But
give me a chance to make it clear.
You have done wrong Jaka, do you try to deny
this ?
Yeah, ask\the girl whether she nas " KTP " or
not, chief,
Don't ever listen to him chief, he's just a
liar !
I know he is a play boy, don't trust his
wofds. Let's get himyss.!

Get him, get him....!

The head of the villagers : Shut your mouths please, will you?

Listen, everyone in this villiage
has the same right to speak ! Zven
when 1t has been proved he nes done

wrong.,
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She comes from a distant country chief, i

Meaneessy, We love each other. and she is

here to talk about our marriage.

: He's right chief. We have Jjust decided to
zet married tomorrow.

villagers : Well, that's good ! But, tonight

Jaka must come with we. He may

sleep 1n my house until tne

wedding party.

O.k. boys, everything is clear

now., No problem, let's go hcume !
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Navwang ulan

Jaka Tarub

Naweng Wulan

Jaka Tarub

SCENE III ( THE LAST MEETING )

Dear, I'm géing to the market, I'll buy some
sugar, flour, meat, eggs and vegelables, and,..
And some cigars for me, all right ? By the way,
are you going to run a warong ?%

Come on, don!t tease me, honey. Today is our
baby's birthday, isn't it ? 1 want to celebrate
his first birthday. Well, I must £o now, Take
care of nim while I'm out, will you ? Oh yes,..
remember, don't open the rice cooker. Just put

off the fire in ten minutes from now, okey ?

: NO worry, my queen. I1'll always obey you.

( the baby cries and Jaka puts him on his lap )
Tak lelo lelo lelo ledung,eeesessss.! It's strange,
I really don't understand why she always reninds
me not to open the rice cooker. ¥hat's wrong with
that ? Is she trying to hide something from me 7
Well, she is out now. I have to know the inside

of the rice cooker, But,...l have promised her

-not to do that. All right, I'11l open it to make

sure that she doesn't hide anything from me !

God ! There 1s only a small bunch of rice in it.

This 1s not enough for the birthday party, even

it is not enough for my baby. But why are we
never starving ? Oh, I know novi. yulzn is an

angel and she must have used her supra-natursl

‘power, I shculdn't have opened it, ['s cshamed

of my self !
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Let's forget it.
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Hi darling, it is tiring to buy such things.

Here's the flour, sugar, €g£S,...veutabics,
eeesstiey Jaka, are you all right v
FMeseeyeS,eeel’'m justyesossl mean, 1'm not so
well today, I think.
Well, you'd better take a rest tLlhen.
Why don't you put off the fire ?

( Opens the rice cooker and is surnrised to
see that the small bunch of rice still
remains as it was )

Jaka, tell me. Did you open the rice cooker ?

No, I didn't. I worked outside after you left.

Tell me the truth, Jaka ! Did you do it ?

Ereseesorry,e..l didn't mean to do that.

You know Jaka, 1t's serious. From now on, I

won't be able to cook.a small bunch of rice

for three of us anymore. You have ruinea
everything, Jaka !

Forgive me Wulan, I wouldn't have done it if

I knew it before. Really, I'm so sorry !

From now on, I will work harder so that I can

earn more money to buy rice. will you forglve

me ny wife ?

I have to prepure tune party.

You mean,...you still love me ?

Yes, I love you; Whatever you dao ( off siuge )

( to the audience )

Hey listen,....she will always love me viuztever

I do ! How lucky I am !
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: Oh no, the stock of rice is almost finished,

If Jaka cannot earn more'money from his new
job, we will be in trouble.

Hey,sees What's that ? Oh God,..I can't believe
it ! This is my dress, I find it. Yes, I find
my dress ! Thank you God !

( she wears the dress happily )

Jaka ! Jaka !

Yes honey, I'm coming !

: Look at this ! Are you surprised ?

Messestes, O0f course, I'm surprised,.

what a veautiful dress ! You look more beau-

~tiful with that dress, really !

Er.... are you going to perform " wayang orang"
in the village tonight ?

Don't pretend to be innocent Jaka ! You are the
man who stole my dress. I know who you are now!
Lock dear, I don't understand what you are
talking about. Well, you have found your dress,
that's good ! I feel happy too !

Listen Jaka, you always try to deny the wrong
things you've done, and I hate that wanner !
Now, since I have found my dress, I have to
leave you,

Wulanyeeoel realize.I am the worst man in the
world., I always do bad things, but I love you
so much., I can't live without you., So don't
leave me, please. Think about our baby, I beg

you, please !
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Jaka Tarub

Nawang %ulan

Jaka Tarub

I'm glad to hear that Jaka. You s€€eeeess

I love my baby and I love you too, whatever
you are. But I cannot help leaving. God has
decided to take me back to heaven today. S0,

I must leave you two nowv !

No, you can't., You won't do tanat !

Yes, I should ! But still, we can meet once

a year, I will come to see you and mnmy bpaoy
when the moon shines in the ead of the rainy
season. Now, let me put my baby 1in wmy arme
before I leave,

I will miss you so much Wulan, but I'l1l oe
waiting for your coming every year. 1 promise!
Take care of yourself. Good bye my dear wife !
You too, my husband. Take care of yourself and
our baby. Good byeseas!

Bye...s5€e you again next year ny darling !
Andvyou too, ladies and gentlemen, good bye !

See you agaeln next time !1!!

~--000~-~
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After casting, the actors and actresses are ,.ven thae
exact schedule of the rehearsals of the first vieelk.

‘The teacher teaches all tre lines orally for tie lirst
two weeks. During that time, the teacher. does not ilceua to give
a speclal attention on the students' mistake such os: sosture,
intonation, chopping of words, etc,

The third week is devoted to further znalysis of wceoiosn:
The purpose of each speech, the message to be conveyed, tuc
character's wotivation for the line, etc. This time, the stu -
dents ere gilven the script and are allowed to read their line
only when they are in doubt; ( the stuaent looks up nis script
and close the script when saying the line, because he has to
maintain the eye contact with the listener while looking at
the appropriate character)

bDuring the fourth week, the casts bégin to work with
props and they begin to analyze such matters as.gestures,
timing and real action, while 1mproving tneir prohunciation,
'intonation, etc.

From this point on, the teacher and the casts do tlie
polisning and refining of the work. During this period, tne
stage and liginting crews are formed, At leasl a vweek velore
the dress rehearsal_the script must be given back to the
teacher, and the teacher uay decide whether the reneurssl
shoula be held, for exeample, three or four times a ..eek.

By the time of the dress rehesrsal, everytihing shcudla
be ready for the real performance. And vhen the general ron-
etition comes, the casts and Lhe crews should have done tucir

very best.



CONCLUSION

Having known the difficulties of the Senicr High
School students in learning English as a second language,
especially in geining the speaking skill, I conclude that
the key of success 1n spealking classes lies on the method
itself and on the teachers' approaches :o tbe stucents.

Drama as a unigque teaching tool and as a method in
the exploration of other subject areas provides both the
teacher and the students with the opportunity of tapping
an enormous variety of situations that zre not encountered
in the usual student-teacher relationship.

The dramz teacher, as the most important factor in
running the drama lesson, must be prepared to contribpute
an enormous number of hours and a mountain of effort te wn
sxtra-curricular activity for which he will certuinls aot
be ¢ id.

Drama in education can achieve the followin,, «ids

1) Drama is to do with human behaviour end reloiloasiips
therefore the social healtn of the group should iuuirove.

2) Through drama, the students' seli-confidence can boe
built up since drama is doing ana acting.

%) Pezrticular subject areas can be explored, ana illuni -
nated through drama. Drama provide access Lo anotner
perspective on the material, and should extend students

in their thinking beyond what they already know.,



L)

5)

6)

7)

8)

Through drama, the students can be lielped to grasp

concepts, face issues, and solve problems.

Drama helps bring relevance and realism to language

learning by combpining language with cultural insiguts.

Since drama uses what the studenfs bring to the drama
lesson from thelr own experience, it can diagnose what
tliey already know and where they are at in their Lnink-
ing.

The individual's use of language should be extended,
since drame provides situations where languzge use
arises out of a genuine need to speak.

The students will be stimulated to writing or dravirng,
within of after the drama lesson, and will be stinu -~
lated to reading, observing and researching as a result

of the drama.

Finally; drama 1is only a teaching method stretching

right across the curriculum to facilitate and deepen the

whole learning process. Whether 1t is successful or not,

it depends on the aims and objectives, strategies and

evaluation, will and discipline, and especially ' The man
.

behind the gun ", that is, the drams teacher himself.
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