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Preface

his book is a call to action. Educational organizations and

undergraduate institutions are beginning to recognize

the value of performing arts programs in preparing stu-
dents for work and citizenship. They are especially interested in
the notion of creativity and its relevance to a conceptual economy
based on innovative thinking and entrepreneurship. However, it
is likely that most college administrators know very little about
how theatre programs develop intentional and responsible learners
through analytical, cross-disciplinary, innovative, individual, and
team-based problem-solving activities that promote both personal
and social awareness. While theatre educators know otherwise,
many educators from other academic backgrounds are operating
under the perception that theatre programs are extracurricular—
the providers of campus “entertainment.” As a result, many believe
that theatre, as a discipline, is not on par with other academic fields
and that the theatre curriculum and its concomitant activities lack
the intellectual rigor and substance to cultivate the critical skills,
creative capacities, and learning strategies that are the key compo-
nents of a contemporary liberal education.

This work sets the record straight. Theatre programs can
establish a higher standard for liberal education in the twenty-first
century. But because theatre programs are often underrepresented
in local and national meetings, it is not clear to administrators how
this field of study develops critical thinking, analytical skills, and
artistic literacy. Few educators outside the arts recognize that the-
atre programs play a valuable role in developing leadership skills
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and social responsibility through their interdisciplinary, indepen-
dent, and cooperative research activities, as well as their reflective
pedagogies of engagement and their unique experiential practices
in and out of the classroom.

The first step in rectifying this problem involves clarifying how
the philosophy and distinctive pedagogy of theatre programs are
congruent with current interests in inquiry-based learning and
teaching. One way this can be accomplished is to involve theatre
faculty in local curricular development to devise courses and expe-
riential activities that support new methods of integrative teach-
ing and learning. By learning how to “talk the talk” in committee
meetings and “walk the walk” through becoming actively engaged
in curricular change and implementation, theatre faculty can dem-
onstrate how theatre courses and production programs support a
liberal education that is both humanizing and practical. Further
clarification can occur at educational conferences—a perfect venue
for opening national discussions with educators outside the arts.
Conferences and workshops provide opportunities for faculty
from other disciplines to hear how theatre programs (courses and
activities) enhance innovative collaborative learning projects, core
initiatives, experiential endeavors, and service-learning missions.

The overall intent of this study is to break down institutional
“silos” by encouraging local, national, and international dialogues
among educators interested in learning how the performing arts,
and especially theatre programs, can play a more significant role in
the debate about the aims, learning outcomes, and pedagogies of a
contemporary liberal education.

While this book advocates for arts education, I do not attempt
to cover the manner in which all the arts serve undergraduate
education. That worthy narrative is better left to my colleagues
whose knowledge of visual studies, architecture, music, dance,
and cinema studies is greater than my own. As a theatre profes-
sor, | will begin the discussion by focusing on my area of exper-
tise, though certainly, I will, at times, consider the larger context
of arts education. While my focus is on how theatre programs
can play a stronger role in institutional curricular reform, my col-
leagues outside the performing arts will find this book helpful, as
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well, since we often share educational philosophies and pedagogi-
cal approaches.

For many years theatre educators have presented eloquent argu-
ments about the importance of theatre programs in undergradu-
ate education. Rather than offering comprehensive summaries
or critiques of prior examinations, this work builds on what has
been presented and what many theatre professors believe to be the
purpose of theatre programs in undergraduate liberal arts institu-
tions. Its aim is to highlight how theatre’s signature pedagogy aug-
ments the aims, purposes, and models of today’s undergraduate
educarion.

Hundreds of US colleges and institutions engaged in imple-
menting curricular change and setting new strategies for teaching
and learning have been influenced by the Association of American
Colleges and Universities’ 2002 report Greater Expectations: A
New Vision for Learning as a Nation Goes to College. This publica-
tion recommends: (1) a new form of liberal education that invigo-
rates, expands, and nourishes the minds of undergraduates who
will face the reality of a fast-changing, complex, and pluralistic
world; (2) a practical liberal education that develops “intentional
learners” who are capable of adaptation, integration, and lifelong
learning; and (3) learning goals that enable students to become
“empowered,” “informed,” and “responsible” learners. Following
the lead of Greater Expectations, new inquiry- and problem-
based learning strategies (linked courses, learning communities,
capstone courses, undergraduate research, and service learning)
are designed to offer opportunities for undergraduates to become
more actively engaged in moral reasoning, deciphering and syn-
thesizing multiple perspectives, and negotiating diverse opinions.

In presenting numerous examples from specific case studies
within a historical and theoretical framework, I illustrate how
teaching theatre contributes to the integrity of a twenty-first-
century liberal education—in particular, how theatre’s curricula
and activities develop analytical and creative thinking, social
awareness, and transformative educational experiences, as well
as integrative, collaborative, and practical problem-solving skills.
This work strives to encourage cross-campus communication and
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initiate innovative ways of teaching and learning that provide
undergraduates with not only job skills but also with insights into
how one faces complex pluralistic issues, where answers are not
clear-cut.

I first became interested in the role of the arts in transform-
ing general education programs in 1991, when I was a member of
a four-person task force charged with developing a new college-
wide core curriculum. My home university had received a National
Endowment for the Humanities grant, for the project “Engaging
Cultural Legacies: Shaping Core Curricula in the Humanities.”
We spent the year attending conferences on curriculum reform
and participating nationally in discussions with other institu-
tions that had developed new programs or, like us, were thinking
about the relationship of the liberal arts to undergraduate educa-
tion. At an Association of American Colleges (AAC) conference in
Washington, DC, I was introduced to campus teams from across
the United States who presented their new curricular models. The
conference participants heard how diverse departments with dif-
ferent modes of learning had developed curricular and pedagogical
strategies that focused on what today’s undergraduates needed to
know and experience. While I was busy deciphering the difference
between the meaning of liberal education and general education,
I was also being introduced to innovative models of teaching and
learning. Throughout, an emphasis was placed on the development
of integrative learning. Because I teach dramatic literature, script
analysis, and dramaturgy courses and direct plays as well, interdis-
ciplinary connections were familiar and important to me, and it
was at this point that I began to recognize similarities between the
learning goals of a contemporary liberal education and the peda-
gogy followed in theatre programs.

Since this session at the AAC conference focused on first-year
curricular changes in general education programs, particularly on
how linked courses from multiple disciplines involved different
approaches to teaching the history of world civilization, I began to
consider the role theatre courses and activities could play in these
new teaching and learning models. I thought colleagues in theatre
programs would immediately understand such a proposition, for
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certainly, most of us agree that the study and viewing of plays,
from those of the ancient Greeks to those of the present day, offers
an excellent way for students to learn more about the psychol-
ogy of diverse cultures. I looked around the conference room,
searching for support from members of other fine and performing
arts departments. I seemed to be alone. The arts were not part
of the discussion. I stood up and recorded my concern to Carol
Schneider, an administrator from the AAC (now president of the
Association of American Colleges and Universities). She answered
me by countering, “Are you planning to include the arts in your
curricular plan?” I sat down, realizing my answer was, “No, I don’t
think so.”

At that point I began to wonder: Were the arts a missing link
in the undergraduate core? If artists were not advocating for the
inclusion of the arts in general education programs, who would?
[ began my journey toward an answer by considering numerous
books on educational theory that focused on the meaning, goals,
aims, strategies, and philosophy of liberal and general education.
I reviewed scholarship that traced theatre’s evolution in the acad-
emy. | consulted authorities in higher education and talked with
educators who were in the forefront of developing new ways of
teaching and engaging students in undergraduate research activi-
ties. I became actively involved in innovative curricular projects
on my own campus. | presented papers at conferences. I published
articles on how the experiential pedagogy of theatre speaks to
the ideas and methods of a practical liberal arts education. Over
two decades, I looked for ways to encourage local and national
discussions.

This book provides the background and substance to engage in
the conversation. It will be useful to theatre and fine arts professors
who want to join campus-wide curricular discussions but are unsure
about the historical development of undergraduate education and
its reform strategies; administrators, leaders in higher education,
and consultants who are curious about how theatre programs speak
to the learning goals in higher education; and graduate students in
education and the arts who need to know more about the history
and purpose of undergraduate education before they join the ranks
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of academe. To facilitate meaningful discussion, it contains infor-
mation about the pertinent literature that influences the world of
education reform, the philosophy and practices that inform many
theatre programs, and the links between educational theory and
theatre practice. For the theatre teacher who serves on committees
involving curricular change, this book will help to demystify the
language and complex history of higher education. For the educa-
tor who knows little about the philosophy and pedagogy of the-
atre programs, it presents examples, theoretical and practical, to
illustrate how theatre courses and activities enhance the learning
goals of a liberal—or liberalizing—education. Additionally, this
book may serve as a model for faculty members outside of theatre
programs who wish to develop innovative curricula and new teach-
ing strategies.

Part I provides the reader with an overall awareness of the vast
educational landscape that currently challenges reformers when
they talk about the purpose and meaning of a contemporary under-
graduate education. Part II is more specific and places theatre pro-
grams within the context of a practical liberal arts education.

By way of introduction, chapter 1 explores reasons why the arts
(in particular, theatre programs) need to join the debate concern-
ing the aims, learning outcomes, and goals of a contemporary
liberal education. Chapter 2 offers brief summaries of the terms,
ideas, and positions that affect curricular decisions at colleges and
universities. 1 review the overall history of higher education and
the philosophy that informs higher education, and examine why its
meaning and purpose have changed over time. To place the study
and the practice of theatre within the context of an evolving bacca-
laureate curriculum, chapter 3 outlines the history of theatre’s entry
into the academy, so that all educators might consider (or rethink)
the role theatre programs have played thus far in the education of
undergraduates. Chapter 4 discusses the goals, outcomes, and strat-
egies of today’s contemporary liberal education. Chapter 5 focuses
on how theatre’s signature pedagogy, the study of plays though
the practice of theatre—based on a triad of traditional scholarship
(dramatic theory, history, and literature)—is consistent with today’s
thoughts regarding the purposes, structures, and practices of higher



Preface e xv

education. Chapter 6 considers how theatre programs help stu-
dents become more “intentional” in their learning—by cultivating
an “enlightened eye”; developing fundamental intellectual, com-
munication, and literacy skills; considering moral and ethical
dilemmas; experiencing diverse cultures and issues; and becoming
socially responsible. Theatre teaches students to observe and expe-
rience the actions of characters involved in a play’s moral dilemma.
Students perceive how social conditioning motivates characters to
make specific choices that in the end affect their own lives and the
lives of others. Chapter 7 is written for the educator interested in
how the philosophy and pedagogy of theatre programs contribute
to the development of what John Dewey calls “social intelligence,”
the ability to see and comprehend social situations. This chapter
suggests that democratic values—social awareness, moral growth,
and civic responsibility—develop through theatre’s pedagogy of
engagement. Chapter 8 demonstrates how the practice of theatre
trains its participants to identify, understand, and evaluate human
behaviors and moral dilemmas. In this chapter, I present case stud-
ies that show how immersive learning projects encourage team-
work, social thought, ethical decisions, and civic responsibility.
The examples demonstrate how theatre’s creative process, which
encourages the synthesis of information and imagination, occurs
in a community of learners. In this environment, faculty and
cohorts of diverse students (class members, creative and interpre-
tive artists, and those in the audience) are involved in the analysis
and realization of a play script. The final chapter provides readers
with additional ralking points and action steps to consider as they
continue to think about curricular restructuring, innovative learn-
ing initiatives, and national assessment activities.

Over the past two decades, | discovered a plethora of worth-
while educational literature. At the same time, I realized how dif-
ficult it is to bring faculty together to discuss new teaching and
learning strategies. I have accepted that discussions about college
curricula are fluid, that they are subject to the needs of a chang-
ing workforce and new economic challenges. Educators realize that
employers want higher education to place more emphasis on global
cultures, ethical issues, and technological or scientific advances.
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Employers want members of the workforce who can communicate
and collaborate as well as think creativity and innovatively to ana-
lyze, integrate, and apply knowledge to unprecedented situations.
While artistic literacy is a necessary part of undergraduate educa-
tion, this book does not provide all the strategies by which this
desirable outcome may be achieved. My purpose is not to prescribe
solutions but to encourage ongoing discussions about how theatre
can make itself central to a twenty-first-century liberal education.

Many arts educators know the value of artistic literacy in per-
sonal and academic development; nonetheless, it remains to be
seen if the academy understands the value of theatre and the other
arts in the overall liberal education of students. If theatre arts
departments remain complacent and disengaged with the process
of transforming undergraduate education, then it is likely that the
study and practice of theatre will remain peripheral to local and
national discussions on curricular reform, perpetuating the impres-
sion that the arts are little more than entertainment or decoration,
capable of developing nothing more than “soft skills.” Conversely,
by taking a more proactive approach, these programs may dem-
onstrate how their courses and activities promote artistic literacy:
the critical ability to recognize and reify complex social ideas in
symbolic form—in a “language” of the arts that can be taught and
learned. Because artistic literacy is such an important, but missing,
component of a rich liberal education, it is time for theatre educa-
tors to sit at the curriculum table and discuss how the critical and
creative activities of performing arts programs enhance the quality,
substance, and integrity of the baccalaureate degree.
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CHAPTER 1

Introduction: A Call to Action

Beyond these more practical issues, the most significant
challenge facing our universities is to ensure that teaching
and research continue to unleash the creative intellectual
energy that drives our system forward. As the conceptual
share of the value added in our economic processes contin-
ues to grow, the ability to think abstractly will be increas-
ingly important across a broad range of professions. Critical
awareness and the abilities to hypothesize, to interpret,
and to communicate are essential elements of successful
innovation in a conceptual-based economy...

.. The challenge for our institutions of higher educa-
tion is to successfully blend the exposure to all aspects of
human intellectual activity, especially our artistic propen-
sities and our technical skills.

Alan Greenspan (1999)

conomist Alan Greenspan’s comments about working to
develop the creative intellectual energies that drive our
economy speak directly to members of the academy who are
interested in helping undergraduate students see the importance of
artistic literacy as a way to become productive and valuable mem-
bers of the workforce." Unlike other art forms, theatre principally
deals in words and the examination of human experience; thus it
serves as a special site to consider the broad range of dynamics and



