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4 Halladay et al.

our own weight in a scene. When participants really do this and keep fgcused on
solving the probler; at hand, their naturgl diffcrcnces and strengths arise. If any
one person irics to dominate, equal sharing :}hampcmd or destroyed. And conr
versgly, when all participants work cooperatively, everyone has the opportunity
to be heard and to try arange of responses.

What about our own awareness? The class 1 described occurred over twenty

years ago. 1 say that gender was not an issue. But perhfips it was. 1 know my
awareness of gender issues has increased since the midd-seventies. 0ur*§glf-
images often catch us up short. Naturally I think of myself as an open, sengitive

person without strong biases—until 1 remember something I said, wrote, or' did’

ten years ago that now makes me feel ashamed, So surely I am making nﬁ'stal'(cs
today that will make me crifige ten ortwenty years frc?m now. But we can’t give
up or stop trying. And that's not just pep talk. lf solvxpg the p:oblcm of gf:nder
bias were not a process es dynamic as drama itself, it would be too boring to
stimulate or to hold our interest.
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Philosophical Perspectives on
Dramatic Art
Jane M. Gangi

As a teacher educator I have the dual goals of helping pre-service teachers in
foundations courses understand philosophical approaches to education, as well as
helping them gain an awéreness of the purpose and rationale for arts ig the cur-
riculum. I achieve these goals-by approaching them simultancously, While dis-
cussing all the fine arts, I focus on exploring philosophy through dramatic art be-
cause my background and interests lie in theatre, and because I believe that
drama js the most accessible of the fine arts. By-facilitating drama experiences’in
foundations of edication courses, students gain-an understanding of the phiJoso-
phies of education as well as multiple perspectives of dramatic art by leaming
through experience.

What has been surprisingly easy and tremendously affirming has been the dis-
covery that most major philosophers, of education consider the arts in genéral—
and, dramatic art in partigular—essential to the cluriculum, References to drama
can be found in the writings of rational humanists, essentialists, progressivists,
critical theorists, and economic reconstructionists, to name a few, What these
writers mean by dramatic ant differs, of course, and by experiencing these differ-
ences, future teachers can begin to articulate compefing visions of how best to
educate young people and to expand their repertoire of drama strategies. Hope-
fully, many set off on the life-long Jjoumney of developing their own philosophies
of education as well. )

To understand progressivism, students read John Dewey’s most succinct (yet
densely written) treatise, Experience and Edutation, not'easy teading for under-
graduates especially. This work ‘contributes to "the: theorstical groudding of
“learning through experience” (19), acknowledged by drama tducators since the
carly part of this century. Through good old-fashioned lecture, ! draw out for stu-
dents how radically different Dewey's approach to education was in the early
twenticth century compared with those who'preceded him. I share Dewey’s ear-
lier writings, specifically passages.from Democrdcy and Education, in which he
calls for.schools that employ “a large variety of shared undertakings and experi-
ences™ (84). Further, he writes, “Literature and the fine arts are of peculiar value
because they represent appretiation at its best—a heightened realization of
mezning through selection and concentration” (249), Contraty to popular opin-
ion, Dewey did not strictly favor improvisational approachies to dratha; he also
recommended freely using “dramatiZations, plays,’and games” (1611 62). Then,
in my education foundations class, we do exactly that.

After leading students through warm-up exercises, I ask them to create im-
provisations in small groups, in which they solve any number of dramatic prob-
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76 Jane M. Gangi

lems with minimum guidance from me. In the past, 1 have asked them to create
who and where they are, what happens before a given "last lisie;” or, to create an
improvisation suggested by an object {e.g., wooden spoon, necdle and thread).
Students explore solutions while I provide suggestions and aid them in discovery
learning as a Deweyan facilitator. After sharing their improvisations with each
other, students reflect on the process of “learning through experience.” Some stu-
dents are tremendously excited by this dramatic process while others seem to
wait for me to fransmit material—an approach to which they are accustomed
from their long years in schools.

To introduce rational humanism, students read Mortimer Adler’s The Paideia
Proposal: An Educational Manifesto (2 much easier read than Dewey). His no-
tion of educating the next generation by immersing students in the best of their
cultures has been around since Isocrates, a contemporary of Plato. In his book,
modern day paideians argue for an undifferentiated, challenging, high-quality
educational program for everyone. Adler cites his fellow rational Humanist,
Robert Maynard Hutchins: “The best education for the best is the best education
for all” (6). To the paideians, the best education is both liberal and general, not
vocational; and it involves three, equally important modes of learning: knowl-
edge in the humanities, math, and science; the development of skills; and, a con-
tinual enlargement of understanding (21~32).

To acquire knowledge of the humanities, students can study drama and story-
telling, particularly fo assist in the teaching of history. Adler writes:

Preparation for the formal study of history should begin in the early grades
by storytelling and biographical narratives but, when formal study begins,
it should be sequential and systematic, combining a namration of events
with knowledge of social, political, and economic institutions and diverse
phases of cultural development. (25)

Acquiring knowledge and skills through drama—indeed, all the fine arts—also
figures into the third mode of learning, enlargement of understanding, In Socratic
seminars, what paideians are best known for, students discuss the multiple mean-
ings of great works of literature. -Adler also secs a need for an experiential ap-
proach to this mode, for omitting active and participatory experierices in drama
deprives children of enriching aesthetic encounters: “The best way to understand
aplay is to act in it, or at least to read itout lond. , . . Participation in the creation
of works of art is as important as viewing, listening to, and discussing them. All
children should have such pleasurable experiences” (31).

To understand this kind of dramatic experience, I ask my students to read the
old Yiddish folk tale, It Could Always Be Worse. A former student, Karen Cohen,
now a third grade teacher, prepared this story as a readers theatre picce for dh-
other course, and she has given me permission to duplicate it for my classes. So,
as Adler suggests, we read the play. Students then reflect on the differences be-
tween improvisation and play-reading, the progressivist and rational humanist
approaches to dramatic ant. Some students prefer improvigation to readers theatre
because it grants them more freedom and autonomy. Others, as Adler predicts,
have a very “pleasurable experience” reading the play. Still others (like me) see
a place in the classroom for both kinds of experiences. Adler also appears open
to at Jeast some progressivist approaches in the classroom when he writes, “the
more active the Jearner the better” (55). He complains how boring schools ofien
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are and how “little joy” exists “in most of the learning {students] are now com-
pelled to do™ (32). In fact, he eve i i i
Bt g -1 Manp, n dedicates his book to Dewey, along with

Critics of The Paideia Proposal argue that studying the best that has been
Eo:.w": or written all 100 often means focusing only on Western culture and ex-
cluding everyhody else. In Adler’s defense, he offers a *model” and not a “pro-
gram” (34). Programs should be determined by regional boards and administra-
tors isw n,wxo the local citizenry into account. He denies any intention of
==:.o§..mQ 1n content and explains that paideians insist only that the three modes
of teaching and learning be in place. This way, the pluralism that characterizes
American culturecan manifest itself.

One of Adler’s fiercest critics is Ira Shor, a Marxist educator whose book, Cul-
turg anu... School and Society in the Conservative Restoration 1 bawnvmmq
serves to .E_Hon_cna students to yet another philosophical approach to naaoumosn
that of critical theory. In contrast to rational humanism, critica) theorists Emam
that the role of the teacher is not to initiate the young into the existing culture, as
argued by the paideians, but, instead, to liberate the oppressed, Téachers waora
B.a.s students aware of existing power structures and enable them to develop the
critical faculties needed to address and overcome these structures. Part of this
process includes understanding cultural hegemony, whereby teachers help stu-
dents see the way they participate in their own appression. Shor sees education
as a deadly political battle, and he infuses military metaphors on every page
such as ..J_.».m._w?ou... “strategies,” “surveillance,” and “sabotage,” fo name a ».osu

Shor cites none other than Mortimer Adler as one of the saboteurs in the carly
1980s. He accuses Adlef of being a traditionalist whose belief in a common core
of fixed values served only to stren gthen the conservative revolution. According
to Shor, this revolution was staged by political conservafives to subjugate the
freedom of thought that had emerged among youth during the restless sixties,
u.a.unw people who triticized the Vietnam War, staged sit-ins, conducted morato-
tiums, and Bo._m_a wete simply becoming foe educated. The best way to rectify
.So.Bao:: cnitical thinking was, obviously, to scale back on the availability of
Eo liberal ants,.which, after all, foster independent thinking and raise the possi-
bility of multiple perspectives.

Shor argues that three conspiratorial hoaxes cloaked politicall i
ao&.mam and fraudulently assaulted aris education. ﬂmﬂw.e&o o:.wvmmwmwﬂ% ﬁmﬂm
reerism and vocational education in the early seventies took away valuable time
w..oa arts cducation and made the liberal arts less accessible {57). Second, the
Literary Crisis and the back-to-basics movement, staged at the very Bomﬁ:.
when test scores were going up¥(64, 74), resulted in the “barbaric cufting™ of the
wzm @d..d:_”a. the striving for so-called “excellence” in response to so-called

mediocrity” in the early eighties meant that students could not select their own
courses mﬁm&nﬁ but instead were expected o cooperate with authority by learn-
ing prescribed knowledge and submitting 1o their own socialization within the
status quo (119-122). This last poini is where, in Shor's view, Adler and the
paideians make their entry,

My .»aaosmm and I apply critical _:wzwim skills by compating Shor’s argu-
ments in relatian to Adler and Dewey. We find that progressivists, rational hu-
manists, and critical theorists all oppose vocationalism (Adler 7) and the elimi-
nation of the arts. In regard to vocational education, some of my students argue
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that to deny secondary studenls access to the trades is economically uncon-
scionable in the 1990s, given the widening gap between rich and poor classes of
society. Some high school students mus learn 4 trade Lo earn money for their col-
lege educations at a Jater time. Other students who cannot afford the costs of
post-secondary vocational schools need these opportunities in public schools.

Shor reminds us that Dewey was patently opposed to the paideian idea that
children should receive the same curriculum (Dewey, Experience 78). However,
thie dettackiig movement has embraced the paideian moveipent because paideian
schools, such as those in Charlotte and Chattanoqga, offer, in theory, the same
high quality curriculum to all students. Detyackers see paideian schogls as a way
1o address the chronic problems of low expectations and watered-dowh curricu-
lum experienced all too often by economically and racially marginalized children
(Harvdrd Education Letter). Ironically, what Shor labels as a politically conserv-
ative approach is the very approach touted by detracking reformers as promoting
social justice and equity.

The curricutum that Shor sees as promoting equity and empowerment is one
that provides ample time for “intuition, imagination and art-making” (179). To
truly disengage the oppressed from taking partin their own oppression, Shor out-
lines an agenda based on Paolo Freire's philosophy of education (1 89). Augusto
Boal’s theatre exercises, developed from Freire’s philosophy, provide concrete ex-
pericnces in critical theory for both graduate and undergraduate students. To this
end, 1 utilize Boal’s “great game of power” (150). Students make explicit their
tacit knowledge about the structures of power by creating visually an arrangement
in which one of six chairs assumes more poier than the other chairs, a table, and
a bottle. Next, baving explored various arrangements and coming to consensus
about how this arrangement should be interpreted, one person in the group is then
asked 10 sit in the chair that has the most power. I generally ask the lightest person
in the group to take this role for safety reasons (although I have been jokingly ac-
cused of discriminating against heavier folks!). I also sometimes must ask the
group 1o rearrange their chairs slightly so that the “one chair” is secure. The re-
maining persons are then asked to arrange themselves in such a way so as to take
away the power of the most powerful. 1 have witnessed some lovely collabora-
tions filled with cooperation and warmth. This exercise, in particular, has been
more engaging to students than any other drama approach. Teachers of history and
social‘studies find this exercise a very useful avenue for exploring power rela-
lions—the content of much of what they teach. Other students tell me this exer-
cise causes them 10 think more critically and deeply than other exercises.

Whilc T have conducted this workshop a number of times, one occasion proved
potentially dangerous (o participants. When my back was turned, a student—agp-
parently intensely involved in the exercise—hurled a chair across the room at the
“powerful” chair on top of the table. The chair crashed into a screen behind it-and
onto the floor. Disturbed by this response, an uncomfortable silence ensued. 1 ex-
plained to the swdent the inappropriatencss of damaging university property,
never mind the risk he had run threatening the safely of those present, including a
pregnant woman seated very close to the targeted chair. Obviously, this explo-
ration of power touched a vulnerable nerve in this smdent. We met privately a few
days later to discuss the incident. Hopefully, he learned something from il, and so
did 1. While this event taught me never to turg my back, I have not stopped using
this exercise.
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Having spent the beiter part of the semester reading about and experiencing
the pedagagical implications of major philosophies of education through drama,
we tutn our attention to issues and ideologies of the 19903. Jonathan Kozol, an
educational activist and reformer, exemplifics the view that school reform is not
possible until the economic reconstruction of schools takes place. In Savage In-
equalities: Children in America's Schools, he protests the colossal injustice of
ecanomic inequities by describing underfunded gnd neglected schools.in selected
cities across the United States, Although he does not provide a theory for drama
in the schqols, one poignant intetview in his book-offers.a glimpse into the role
thea!rc' can pldy in the most destitute of circumstances.

) Wh‘ﬂc investigating a “landscape of hopelessness” in the South Bronx, Kozol
interviewed Jack Forman, head of the English department at Morris High, who
explained why theatre was in his sctiool’s cumiculum:

I h_avc strong feklings about getting past the basics. Too many schools are
stripping down the curricolum to meet the pressure for success on tests that
measure only minimal skills, That's why I teach & theatre course. Students
who don’t respond to ordinary classe$ may surprise us, and surprise them-
selves, when they are asked to step out on stage, 1 have a student, Carlos,
wt}o had dropped out once and then retomned. He had no confidence in his
ability. Then he began 1o act. He memorized the pact of Pyramus. Then he
?iayed Sebastian in The Tempest. He had a photographic memory. Amaz-
ing! He will graduate, I hope, this June. . . . Now; if we didn't have that the-

atre pragram, you have got to ask if Carlos would have stayed in school.
(101-102)

Clearly, an encounter with a theatre production has the potential to emancfpate
students who may not participate in their own educations in any other areas. For-
mants formal approach to and systematic study of theatre as an ant form and aca-
demic discipline (e.g., memorizing Shakespeare) finds commonality with the
views of Adler more than Shor. ‘

S_quort for a formal approach to theatre also comes from Lisa Delpit, an
_Afncan~Amrican professor and former teacher, who discusses the role of theatre
in her b9ok. Other People’s Children: Cultural Conflict in the Classroom. Delpit
deals with controversies susrounding language diversity. She believes that teach-
ers should honor thé “nonstandard” English economically disadvantaged stu-
dents bring into the classroom, but to deny them access to Standard English is
uncopscionablc: *The language associated with the power structure—‘Standard
Bnglish’—is the language of economic success, and all students have the right to
schooling that givesthem access to that language” (68). She explains how teach-
ers can help students acquiremore than one oral form:

Some [teachers) have had students become involved with standard forms
through various Kinds of role-play. For example, memorizing parts for
drama productions will allow students to“get the feel” of speaking Standard
English while not under the threat of correction. . . . Playing a role elimi-
nates the gossxbility of implying that the child’s langnage is inadequate, and-
suggests, instead that different language forms are appropriate in different
contexts. (53) ‘

Requiring students to memorize anything has been a questionable practice in the
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eyes of drama educators for decades, but here we have a concerned African-
American academic who calls for memorization by citing its potential benefits to
children, especially children of color. Likewise, Shelby Wolf demonstrates the
benefits of teaching children of color to read through readers theatre. Delpit’s ap-
proach to working with the neglected poor, along with Forman’s and Wolf’s, is a-
fat cry fromthe improvisations chariipioned by Shor. Mostly white, middle- to
upper-class academics who write about what should be taught in schools and
how it should be taught are remiss if they do not pay heed to educators-dike Del-
pit and Forman. If memorization of Standard English texts can assist jn these
most worthy causes, let us make haste!

Brain-based researchers, Renate and Goeffrey Caine, describé a $econd grade
teacher’s use of dramatic movement to help her students gain access to “codes™
in Standard English. After trying unsuccessfully to teach the meanings of punc-
tuation marks by reading aloud, she asked her students to follow her outdoors:

She told them, ‘I am going to read to you and I want you to walk around in
a circle. When I say “comma’ 1 want you to slooocow down, whenever I say
*“period” I want you to stop dead in your tracks, and when I say “exclama-
tion mark” 1 want you to jump up and down. Do you understand?* She tried
this for five minutes with perfect success. When they went back inside and
tead, all of them slowed down at the commas, paused at the periods, and
used emphasis at exclamation marks. (109-110)

While this method may dismay some contemporary drama in education theorists
and practitioners, those of us who train future classroom teachers should not
overlook this kind.of practical help.

Other approaches to the education of marginalized children include the “cre-
ative positives” of psychologist E. Paul Torrance. African American 2cademics
advacate his ideas as 2 way [0 enable teachers to build upon the strengths of
bright students growing up in impoverished circumstances (Patton and Baytops
34). As Laurel Henegar explains, these approaches emphasize “responsiveness to
the kinesthetic; ability to improvise with commonplace materials and objects; ar-
ticulateness in role playing, sociodrama and storytelling; and enjoyment of and
ability in creative movement, dance, dramatics and related fields” (111).

Caine and Caine emphasize children’s need for jnlerconncctedness which will
prevail, one way or another. Like Charlotte Acer who underscores how integrated
arts projects address juvenile delinquency with at-risk minority students, the
Caines argue that whatever causes children to join gangs can be far better chan-
neled through the arts and the emotional expericaces of drama: “Participating in
debates, telling stories, role-playing historical figures, reenacting historical
events, and generating "expert panel” solutions to social and medical or other sci-
entific problems are only a few of the intellectually challenging behaviors that in-
volve our need for social belonging and interaction” (59). They further recom-
mend integrated thematic teaching, which dratna teachers already employ, and “a
great deal of real-life activity, including . . . stories, metaphor, {and] drama” (86).
Renate Caine describes how she integrated drama to immerse students in a sec-
ond language:

The physical environment included all types of German artifacts and
posters of places in Germany. Students rewrote their dialogues for presen-
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tation in front of class. They translated fairy tales and acted them out, and
they sang German songs. The result was that in one year, students from
Mwmww classes won 1st, 2nd, 4th, and 6th places in the sate language contest,

Caine and Caine conclude, “Our natural mental maps, therefore, seem to be at the
.....8_.» of thematic teaching. That same memory system is aanum.& when we use
stories,.metaphors, celebrations, imagery, and music, all of which afe'powerful
tools for brain-based learning®’ (42). Furthermore, “We understand and remem-
ber best when facts and skills are embedded in natural, spatial memory”™-(86),

Due to time constraints, we do not test out'these theories through drama. In:
stead 1 tell students stories of ways I have successfully used these kinds of uv.,.
proaches in schools. I also remind them of our eatlier warm-up exercises, when

1 used nonverbal exercises from both Nancy King and Kristin Linklater to get
them in touch with moving their bodies and using their voices in a freer manner,
Some students are uncomfortable with these exercises; others say they remind
them of sports’ warm-ups; and, still others use them as stress relievers. Link-
later’s goals are compatible with Caine’s belief that students leam best in a state
of relaxed alertness.

. While reading other sources in education, I also point out to students how ed-
ucators from varying backgrounds use theatre as a metaphoric prism through
which'to look at the process of teaching and ledming from kindergarten through
graduate school. Louis Rubin permeates his book, Artistry in Teaching, with the-
atrical metaphors, while Kenneth Eble highlights theatre’s environments: “It is
commonly forgotten that the classroom offers the rudiments of a stage. In audi-
torjums used as classreoms, everything is there, including curtains and lights.
ﬁﬁm is Little to be lost and much to be gained in using the classroom, when ap-
propriate, as theater” (S1), Caine and Caine emphasize drama’s emotional power:

Effective learning always iavolves the alternation of several states of
arousal. One of the fundamental reasons schools fail is that they impose on
learners a single state of unrclieved boredom. The comparative importance
of states of arousal can be seen in the power of entertainment and the arts,
- - - The power of great theater lies to a large extent in the way in which it
uses this tension. Intelligent orchesteation in teaching includes an iinder-
standing of these states of arousal and borrows from theater such elements
as iming and the ability to create anticipation, drama, apd exgitement.
(31-32) i v
More than arousing interest and entertainment, bell hooks probes metaphors of
theatre further by identifying teaching itself as a “performative act’:

And it is that aspect of otir work that offers space for change, invention,
spontaneous shifis, that can serve as a catalyst dfawing out the unique ele-
ments in each classroom. To gmbrace the performative aspect of teaching
we are compelied to engage ‘audiences,’ to consider issues of reciprocity.
Teachers are not performers in the traditional sense of the word in that our
work is not meant to be a spectacle. Yet [petforming] is meant to serve as a
S.wdi that calls everyone to become more and more engaged, to become
aclive participants in learning, (11)
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While not rivaling Robin Williams's performance in Dead Poet’s Society, 1 pre-
sent myself in dramatic ways throughout the semester. Gradually, I take less
classroom space and students take more. The class culminates in dramatic per-
formances of an issue, a topic, or an historical event. I give the assignment early
in the semester so that students have several months to research their chosen top-
ics. I meet privately with each group to coach them in acting and directing before
they present.

Performances include interviews, debates, oral interpretations, and television
shows. To compare and contrast teaching approaches, students have role-played
and interviewed Maria Montessori and' Reggio Emilia (early childhood educa-
tion) and A.S. Neill and Dani€l Greenberg (from the free school movement).
They have debated the pros and cons of book banning, tracking, and ability
grouping in role. The opening arguments of the attorney for the Browns in the
Brown versus Topeka Bpard of Education haye been staged. Through oral inter-
pretation, the 18th century reformers Dorothea Dix, Samuel Gridley Howe, and
Horace Mann have come alive in a living museum picce, complete with cos-
tumes, makeup, and lights. After visiting local schools and interviewing students,
teachers, principals, television shows have been scripied and enacted, sometimes
with video footage, to profile the contributions of Head-Start, Waldorf Schools,
and a nearby HOT school (Higher Order Thinking School through the arts). After
a groyp presented the views of African American educators calling for more oral
forms of learning in the classroom, one student, for the first time in his life, told
an engaging story from the African American oral tradition. He-amazed his class-
mates who had never heard a story told before with the motivating power of sto-
rytelling.

Students have responded quite favorably to the dramatic art of these presenta-
tions for various reasons. For example, one student wrote, “Like you said, as fu-
ture teachers, it is important that we feel comfortable in sitvations whert we are
presenting in front of a crowd [of our own students].” The course as a whole has
empowered them to “own our classroom,” “to express what we have leamed . . .
[and to form] relationships with one another,” together with the ability “to laugh
comfortably while learning at the same time.” Having formulated their own
philosophies of education, many leave the course eager to apply ‘the creative
teaching and learning approaches I hiave practiced with-them.

By the end of the semester, students understand why an array of philosophers,
psychologists, theorists, and education actjvists recognize and support dramatic
art in schooling experiences in its many manifestations. Through first-Hand ex-
periences in oral interpretation, readers-theatre, .improvisation, débate, inter-
views, simulations, role-play, storytelling, and writing, they gain an understand-
ing of the differences between competing visions and philosophies of education.
These active engagements in class, created from the implicatiofis read from pri-
mary sources, provide a rich resource for classroom teachers who must explain
why they use drama and other arts in the curriculom. While only massive finan-
cial aid and intense emphasis on equity can correct existing and unfair disparities
in schools, drama can, quite simply, maximize the diverse ways children, and
college students, learn best. ‘

As we continue to explore and celebrate dramatic art, teacher educators of dif-
fering ethnic and racial groups need to continue a dialogue about the kinds of
pedagogies and practices we teach foture teachers. After all, the most important
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uE_owvao»_ question of any generation is always: How do we best educate the
young?
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