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- ' ABSTRACT :
N / . [
' e The Theatre Arts programmes at thée five English-

language CEGEP in Montreal, which have been established

and developed during the last decade, offer systematic ;

' (1]

. training‘bnd preparation for either advanced study at .

-the university in tJe Creative Arts disciplines or a

practical and technﬁhal career in .the professional

entertainmen; industry. This study Enace; the heritage

and iﬁf;uences of ﬁ%itish and American theory and ' .

. practi&e in Canadlan Drama and Theatre education, o
studies the present trends‘in Canada, and fxamines the

histor§§ philosophy and ‘aims of the CEGEP programmes, and

. their relationship to the high schools, universities, the

community and the world of Canadian professional theatre.
\
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RESUME |

¢
]

Les programmes’ d'art dramatiqué offerts ddns les

- ’

~

cinq CEGEP anglop?ones de Montréal ont éte €tablis et

’ . K L7 . .
dé§eloppés au cours de la dérniere décennie’. Ils offrent

une formation ef une pré@arati?n intensives pur, soft.un
! ) !

diplsme d“étu%@dsupé}ieur au niveau universitair% dans des
it

aisciplines de creativité artistique, ou, soit une
I3 >

\ ! , '
carriere. professionnelle dans le monde grtistique.
\ I r

Cettelézude retrace l'hé}itage et les *nflueuces de

A A . .
la thébriefetrQe la pratigque ﬁritannique et américaine

¢
N . | B
dans l'emseignement du thédtre et de 1'art dramatique au-
’
Canada. - Elle examine egalement les tendances actuelles

au Canfdda de m€me que 1'histoire, la philosophie et 1les

°objectifé des programmes de CEGEP et leurs relations

Al

. / .. . /s 7/
aveq les ecoles secondaires, les universites, la societe
PR 4 - - - -

f
: /.
etfle monde du thédtre professionnel canadien.
/r
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*

‘k The year 1967 marked a turning point in Arts education

in Canada, and no area was more affected than that of Drama.
R .

Hgﬁtorically, an interest in Dramé’gnd dramatic activities

had existed in Canada‘;zgm the earliest days of the colony.,
/ . .

By the late-ninkteenth and early~twventieth century, pro-

fessional theatre consisted mainly of touyring. companies

Y

from Britain or the United States, supplemented by resident

stock companies, which were léfgely cemposed of British

+

professionals and visiting stars who were bfought in for

particular plays. This type of commercial theatre had its

'Pey—day in the later nineteenth century. In the 1920's,

increased costs and the advent of the motion picture indus-

¥

try resulted in a decline of the touring comp%nies and the
o .

few resident repertory companies.
With the decline of commercial theatre the amateur ,
movement, which began in the eighteenth century, grew and

flourished to form an unpretentious type of native theatre.

o

The inauguration of the Dominion Drama Fegtival in 1932

K]o

stimulated the growth of amateur theatre, and Little Theatre,

as the amateur movement was called, has remained a strong

_grass-roots force regionally.

A second form of amateur theatre, dating from the
early nineteenth centurf, was offered by the universities

in the form of extra-curricular drama. Thesé university
. \ } ,
A
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productions were purely recreational activities, run by the

" students themselves, with no academic or pedagog$g\intent

19
For decades dramatic” literaturq had been taught in Canadian

*
L

universities, but performances, either as a means of help-

By

L]
ing the student appreciate tle tpxt or as a mode of personal
T

development, seldom formed part of the classroom study.

N .

Drama a; aq;integral‘pgrt of literauure_séudies was resﬁect—
able;, but %hgatrical performance was not,

"+« Canadian educational philoaophies owed much to British
tradition {ﬁﬁfﬁ\gated from the fifteenth century when the
study of dramatic literature was based on the methods of

textual analysis and literary criticism. In the Tudor

<

period an experient%&l dimension was added asJFumanist,

7

philosophies encouraged the performance of both Flasgical

and student-written plays. As humanist philosophies were
displacéd by the rationalisgytheori%s ;f Descartes in‘the
seventeenth century, the possibilities of practical exper-
ience and performaﬂce as an aid to an appreciation of the’
text, or f;r the personal developﬁent of the student, were

[

lost for some four centuries. The arrival of the more’
: 2]
/ -

pragmatic philosophies of education in the mid-nineteenth

century, and the student-centred appfhach to education

engendered by the theories of Froebel and Dewey, had little

e

J‘ >
It wagﬂndt until the middle of- the twentieth century that

impact on the teaching of dramatic literature in Canada.

a

! .
new educational philosophies and a heightened interest in.
. ' . : , .
“ \ 3] il - , i
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‘Drama in highet education. ' '

o
L] -

-

- - ‘ .
.
w { - ' \
. .

the Arts brought-changes to the traditional approach to

*

14

Intérest in'drama and the legitimate theatre iﬁ,Canadh .

3

N ,
developed markedly.in the years immediately precediﬁg and .

)

following the National Centennial in 195?. Dram?&ic'litera— Vs

‘
ture was €¢o be found op the curricula of most sthools,

colleges and universities throighout the countfyn However, »

o °

philosophies. concerning ﬁracticgl expérience in relation to

’ )

the proper study of dramatic literature were diverse and’

I

highly individualized. At»gheosame timz?gréfessidnalitrain-

\ ~

ingnfor the theatre, which had previously received little
. N

@

N

serious consideration, 'became a cdoncern of many acadenmic

institutions of higher education. Most ﬁniversities rejected
‘ .

« B

it as outside their mandate, although a few (efg. the

[

University of Alberta, the University of Victoria and the . .

University of Windsor) implemented firsf;&egree, vocational

<

‘programmeé in Theatre. The newly-formed community colleges,

howéver: less conservative and more flexible, undertook’™a

- o

variety of prﬁgramhéq in Drama and Theatgﬁ which ranged from

I . 2
academic studies to professional theatre training programmes.
v ‘ . Y

el “

In Quebec, the French-language commurnity colleges,

. | ’

which opened in 1967& began, almost immediately, t ‘offer

’

)

two and three-year Drama and Theatre pgogrammesl/énd the
» ! ) . L

Y ;

English-language collegés,_which opened some years later,

o

did likewise. Durihg the decade which “followed the .inaug- .

'uration of these programmes many changes occurred in the _ |

ix .
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CEGEP as a result of the fluctuating political, economic

and social environmeént’in Quebec. . o,
. * w-/‘

\ i B

From the inception of the Drama and Theatre programmes

t B} R
Y

student response has been £nthusia5tic, although widespread
ﬁisunderstanding (a feature of the programmes since the -

beginning) by student and administrative bodies §s to the e
nature and intent of Drama and Theatre programmes in higher

§ ‘education continues., Frequently stugents assume that enrol-
>

©

ment in any kind of Drama and Theatre department constitutes
peressional training. While much of this assumption has
its basis in wishful thinking, a certgin amount of légiti—

mate confusion is caused by ambiguous/ calendar descriptions

of courses and programmes. Such ambjguities are indicative

+

of the confusion which exists among ducators about what . .

the goals and methods should be, and between qd;igistrators

—

and individual departments with regard to directions and
[y - , Q
needs._ There is also a lack of coordination between college

a

programmes, the colleges and universities, and "between each

. & 14
of these and the professional schools and the theatre world.

e -

One of the major causes of confusion is the paucity of
2 1,

Bu‘ldfo?mation on the origins,. history, phiﬁpsophies, goals,
. ; J >

aQ
By

methodologies and problems of Drama and Theatre programmes
"ih Quebec collegeé. The purpose of this étuﬁﬁ\is’td take a -

=

~ o

. PE&lih;nary“step toward probiding this information. It was
o M !
* felt that some treatment of the subject, however tentative,

<O

-~ f

»

Ao



o
woqldlprovide a useful perspective and serve as the basis
for further study. In view of the magnitude of the task

»

involved in research of Qoth French and English-language
Brégragmes, and the ‘fact that, sédly, the two systems work
independently, it was decigﬁ% to confine thig work to the
Drama and Theatre programmes at the Anglophone CEGEP 1n
Montreal. .
This study attempts (1) tokoutline the international‘
add national historical factors in educational philo;ophy
‘'which led to the development of the Quebec community col-
leges, and tpe Drama programmes within them; (2) to'tracg

broadly the heritage and influenpe'of,British and American

=
theory and practice in Drama and Theatre education in

Canada; (3) to present a descriptive study of the Montreal
0 - - e
English-language college Liberal Arts Drama an¥ Professional

Theatre training programmes; (4) to examine the relation- ’ .

s
A

ship of these prﬁgrammes to the local high'schpolsg~univer—

It <
sities, the community and the world of Canadian p};?essiona&
» ?
theatre, and to offer some suggestions for future. develop-
* [
. g > »
ment, & g
) ¥

The terms Drama and Theatre are frequently treated as

synonymous and inté&changeabl&, and are subYect to a variety

..of interpretations. In the Montreal CEGEP, the terms 'Drama'

i

and 'Thﬁabgg'tare variously used to refer to\é department, a
. >

course of study involving practical work and formal instru-

l

_}ian in theatre skills, 'to courses in dramatic literature

i . ’ v
xi
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which may or may noﬁ inc{pde,practical kxperience‘and pro-
fesaio%al theatre tralning. In most of the colleges

‘ ~
studied, courses\in dramatic literature per se were offered
by the English Department, and were open to allﬂstudentsw
tliberal Arts programmes in Drama ahd Theatre, where they

. g
do not exist as separate departments, are part of the Fine

and Creative Arts disciplines, and in some colleges the

same instructor(s) may teach the general courses in dramatic

literature for both the English Department and Drama and
& , ~

Theatre programmes.

For‘ihe purposes of this study, courses or prografmes
which are solely concerned with the braditionéi study of
dramatic literature will be designated as Drama; programmes

) , .
witﬂin a Liberal Arts context{which combine textual étudy
withepractical experience and instrédction in the art form
vill be termed Drama and Thegtre programmes, and fho;e pro-
grammes concerned with vTcational training for the énter-

tainment industry will be termed Professional Theatre or

’

simply, Theatre, ﬁrogrammes.

The terms Drama in Education and Developmental Drama
refer to areas of Drama education which should be mentioned

briefly here since they are important in terms of current

activities and future trends in Drama education. The E&rst,'

Drama in Education, refers to the use of ‘drama as a holistic

unified approach to learning. .Programmes in primary,
¥ ' .
elementary and secondary schools fall within this context,

3
¢ v

xii ®
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along with training programmes for Drama teachers at fhe
undergraduate level., ” o

Drama in Education had its inception in the United
States in tﬁe 1920's with the work of Winigred Ward énd,
later,,éne of he?'students, Geraldine Siks. B9th stressed
the use of drama to develop the person thro&ﬁ% the making

of plays or theatrical performances. This movement became

.known as Creative‘Drama.“ A similar developmental philo-

sophy was adopted in England in the 1950's by Peter Slade .

and Brian Way.. Their work was also student-centred. The

techniques involved, however, were classroom rather than

stage-oriented, and were concerned with sharing experiences
= &
rather than with showing a creative effort. Drama pro-

3

grammes at all levels of education may be based on this

appﬁfach which takes as 1ts premise the developmental

4
’ i
nature.of human enactment,. ) .o
A L}
At the university level in Canada the Developmental

Drama movement was ploneered largely by Professor Richard

Courtney at the University of Victoria ih 1968, and later by

Dr, John Ripley at McGill University. The programmes are

very much student-centred. The concern is not.with dramatic
literature per se or performance, although the éurriculum
could include perfofmances‘rgnging from classroom improvisa-
tions to full prpduétions of dramatic texts., Within the

context.of Developmental Drama, performance is designed

‘primarily to offer an opportunity for personal development

°

xiidi
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- through exposure to a diéﬁiplined art form. Performance is
) [
utilized at the stage when the student is developmentally

[

" prepared for and needs such an exposdre, and uses specially
selec£ed material rather than texts from the 1iteratu£e
curriculum, ;%gz

. The diversity of programmes available makes tﬁe task of
preparing a coherent and factual study of Drama ;nd‘Theatre‘
in higher education in a national or provincial context a
formidable omne. Liétle has been wrigten in this area, énd
much of the material available is jo;g;alistic, highly
pergqnalized,';r lacking in critical ac;ity or breaétg of
perspective. Minutes of meetings, formal statements of
policy, assessments of the successbonafailure of particuiar
approaches are either non-existent or extremely difficult to

locate. In order to supplement her data, the researcher had

to resort to interviews with the individuals concerned and

. . . =
personal observations of relatively brief duration. Cdi--

siderable importance had to be placed on correspondence. '
Interviews, observations and correspondence are subject to
blas, faulty memory and problems ip’communiéation; conse-

Faad

quently, the results may not have all the objective validity
one cogld wish. ’

In the course of two years, intervT\(i were held with | &’
chairmen ofsbrama and Theatre departments,~faculty memb?&s,
students, administrators, education authorities and govern-

k-3

mént personnel, Correspondence, which included a

xiv F
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questionnaire, was exchanged with prov}ncial education/
authorities, university and college administrations, ﬂLo-

fessional theatre schools, teacher-training colleges, and
p 1!;_5
Drama in Education groups throughout Canada, Britain and

the United States in order to furnish a,broad base for the

. , 7
study. XJ .

Interviews with those directly involved in the pro-
grammes weré most informative with regard to current

. ) .

philosophy and methodologz; but practice may d}ffer{tvn-
siderably from polécy. Several productiogg were alséi
observed at the five English colleges in Montréal. These
included reh;arsals, workshop scenes and“second; an? third-
year productions. \During the course of an interview at a
French college a work-inwprogress was observed, Performances
by a local elementary scﬁool, a ﬁiéh‘school, the universities
of McGill and‘Montreé} and the National Theatre School adﬁg@
dimension and insiéht to the éresent and possible futurp
roles of the college programmes, )

This study is in no way intended to be definitive:
the colleges aﬁd their programmes are congtantly in é state
of evolution, and many changes have occgrred since the
gathering of the material and during the writing., If the
iqférmation'gathered is to be made av&;lable, more receng
events must be, for this tim; at least, ignored.

r

- o ® .
It was hoped thae a study of Theatre ¢raining in Canada,

commissioned by the Canada Council for the "Arts in 1976,

§ ‘ )
.

v
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would prové‘illuminating with regard to%Ehe’qdaliCy as well

as the quantity of Quebec”colleée program;es. The Commit-.

teé's Report was disappointi;g in its failure to report ih

depth on many of the programmes, The fﬁglophone CEGEP pro-

grammes in Montreal, for e{ample, received only the iogg

cursory treatment in the Report. The Committee also 9411ed
/

- \

to make qualitative judgements despite the group's consider-
) _ .

"gble knowledge and experi&nce in professional theatre. It

3

must be emphasized, however, that this research 18 not in-

-

tended to repair the oﬁgissiins of the Canada Counﬁ;’ !
Committee. This study-is not intendegd to be } quailtative
anakysi; since the researche? is not qualified to judge the
quality of either the programmes or the faculty who geach

them. A more compreﬁ%n;gve and authoritative treatment

awaits future research and documentation.
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The Quebec CEGEP, although®°designed to meet iocal and
specific.needs, were fundaﬁentally inspired and shaped by

national and international trends in higher education from

about 1945 to 1965. To‘fully appreciate the modern CEGEP
r/"’. YN . o f 1
these developments should be noted, however briefly.

]
1

Prior to the niqgteenth century, universities were

almost the sole source of higher education. Inspired by

v

the ancient academies of Greecge and the medieval univer-

sities of Italy, France and England, they aimed primarily

at the promotion of scholarship and the education of a

‘wealthy élize. Admission to these institutions was

“limited to a select few. .

At the beginning ofmnhg nineteenth centuyry, the pre-
vailing philosophy advocated a liberal eduéation which,
while not fitting the student for an? particular occupa-
tion, ﬁas intended to develop his morai'and intellectual
faculties, regardless of any ends to which he might put
them. Paradoxically, such an education was also the
vocational key to preferment in the most common cafeer
followed by graduatﬁs, namely the Church. ’The univer-
sities formed an integ%al part of the Church Establish- -

i »

ment, and thus catered not on}y to a wealthy but also a
1 3 '
religious élite. )

1 Michael Sanderson, Universjities in the Nineteenth
Century (London and Boston: Routledge and Kegan Paul,
1975),pp. 1-10.

1
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During the nineteenth century, altefﬂative insgtitutions
of higher education evolved in response fo the needs of an
emerging middle-class intelligentsia. In industrial
countrieé, such as Britain, the United Sta;es and Canada,
growing national wealth, rapidly increasing technological
a&vances and‘éhe needs of industry led:to the ris; of ciyic
unix;rsities. These newly chartered institutions had no
connection withlthe Church; they were founded and fundeé

largely by local industry, and included technical colleges,

vocational colleges and professional teacher—train{ng

.

colleges. The main;himsﬂgf these institutions were p;ag—

matic research and the education of the middle andqlower
R . ,

clasqﬁs.z : . |
Educational aims and philosophies at all 1evgls have

remalined in a constant staéerof ferment throughout the‘

nineteenth and twentieth .centuries. At the elementary

and high school levels an excessive emphasisvon subject-

centred curricula at the turn of this century provoﬁed the

child—centréd'érpgressive education of the 'twenties and

'thi£ties.3 In highéex education there was, in the nine-

teenth century, a shift "in the notion of qualitieg encom-

passed iy a liberal education wbich Sheldon Rothblatt has

-

2 ! 7
Sanderson, pp. 1-10,

3 The Ontario Theatre Stuay Repert, The Awkward Stage
(Toronto: Methuen, 1969), p. 138, .



(;v"
'from social-moral qualities to
A 4
*intellectual qualities.'"

o

chardcterised as one,

Liberal education in the early nineteenth century

aimed not at breadth but a "high specialised excellqnce‘
and polish in the deep study of the classics and methe-

5 - .
matics." ‘Oxford and Cambridge Universities for example,

/
asserted the liberal character of their philosophies and

refuted the idea of vocational training for any profession

§
other than the Church until the mid-nineteenth century when
they began to provide "efficient and examined education in

. o ‘ ‘ 6
such fields-as law, medicine and engineering."

Taking Oxford and Cambridge as their models, some of
. J

the early civic colleges and universitiess initially adopted

v

*
unsuited to the needs of their middlg—cl s students. By

]

a similar pedagogic approach 5ut fqdnd i::/;gpricula totally

the end of the nineteenth qgntury‘the civic institutions
had firmly established the vothional, brofeséiona% and
technological nature of the;r educ;tion. It was during
this period that the incipient (and still unresolved) con-
troversy ifoused by the "juxtaposition of liperal versus

{ N
vocational{‘?ijte versus middle-class came into being and

4 Sanderson, p. 2.

5 Sanderson, P. 7.

6 Sanderson, p. 4.



P

threw into sharper relief the arts versus science contro-
7 ‘ ’ ‘
versy" 1in the context of higher education. '

The argument conEinued unﬁgated throughout the twentieth
century until thg widespread unrest which precede? World War
II,Aand the demands made by the war it;elf, produced a shift
toward .a- philosophy which yiewed higher education)prihérily
in terms of the needs of society; and the favoured subjects

for study and research became those which’ vere encompassed -

*

, N .
by science and technology. root
British.theory and practice influenced American higher

education until the Civil War., After the War, the emergence

of ldnd-grant colleges brought radical changes in American

, f
educational thought. There was a growing need fA; spe-

cialists in a varilety of fields, and a spirit of voca- v
ttonalism developed as universities and colleges recognized ¢
s 8 . .

[N

the changing world outside the campus.
. N - ' 9
In the burgeoning egdlitarian society all careers were

|

considered honourable, and those seeking them were regarded
as entitled to whatever higher eduqation they regqwired. ' By
the turn of the century, American colleges and univer-

'sities vere serving "Potential merchants, journalists,

manufacturers, chemists, teachers, inventors, artists,

7 Sanderson, p. 5.

8 Frederick Rudolph, The American College and ’
University: A History (New York: Alfred Knopf, 1965),
© p. 340, ' '
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. ) (N
musicians, dieticians, pharmaciﬁts,,scientific farmers and

engfneers oh an equ;l basis with students of law, theology .
9. . - .~

(W
and medicine." ,

,
x
-~ - *

By the middle 'of the twentieth century, the range of

L

4

post-secondary institutions was complex and diverse. It ‘

-

included two-year féﬁhnical institutions, independent and
denominational liberal arts colleges, teachers'colleges, ‘
multi-purpose state colleges,.complex universities, spe- v

cialized colleges in music and the arts, theological schools

10
‘and highly scientific and technological institutions.

This network of higher education, developed in response

to the unique requirements of Americéﬁvsocial, economic, -~

v
LY

political and cultural life, resulted in the evolution of
two pioneering institutions: the junior, or community ’ i v

college, as it came to be knowﬁ% and the four-year libeéral

“ -

arts college. BN o

The community college usually offers both 'terminal’
\

curricula leading to technical and semi-professional occupa-

R o
ol

Yh e
e T

Tl

tions, and preparatory programmes leading to specialized ' :

studies in four-year institutions. ' {

The liberal arts college takes two main forms. It may

|

be found as one of the constituent units, sometimes called

9 Rudolph, p. 341, . .

A N ¢

10 T, R, McConnell, "Diversification in Higher
Education", The Voice of America - Forum Lectures .(U.S. ‘
Information Agency, Washington, D.C. - 1960) p. 1.

, \«
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‘a school' or 'colleée', of a complex university, It may

also take the form of a separate institution, which-may a

RS

‘j\
serve both as a terminal college and as a preparatory school

-

for the professional .schools or university graduafe schools,

o

but offers less opportunity for specialization than thé-
: ‘ 11
university college of liberal arts.

After the War (1945-1950), the demand for higher “:
education ingreased dramatically in the major industrial
’ ; ’ .4 -
couqtrigg: Primarily, the call for higher education carie

from the large numbers of veterans who demanded educational

opportunities to meet” career aspirations now possible in a
Aty

-~

“socieﬁy‘characteri ed by new social attitudes and thé ,
graduaf disintegration of the lines dréwn betwaeﬁ the classes.
Secondly, the school leaving age was extended and secondary
school univer;ity~oriented programmes were ;xpanded, which

meant that the numbers of students seeking higher educa-

tion Iincreased also.” Education was no longer regarded as

B

ah upper class privile@e, but as an essential part of

national QOlicy in planning for the future by trainiﬁg man-— -
. ! 12
powver iIn all areas pertaining to a modern industrisl society.:

o (‘
@

¢

@
-

11 Both types of institutions offer a wide variety of ’
programmes which cover four main areas: General or Liberal
Arts programmes, technical education, the disciplines of
the arts and stlences, and professional programmes which .
range from the agricultural sciences and teacher education
to law and medicine. See McConnell, pp. 2-4.

12 Barbara/B. Burn et al., Higher Education in Nipd
Countrie omparative Study of Colleges and Univers-
itig¢s Abroad (New York: McCGraw-Hill, 1971), pp. 1+7.
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These trends were intensified by the launching of

Spytnik in 1956. The winning of the 'space race' by the

.

Russians forced institutyons of higher education in the

industrial countries to emphasize Science and the tech-
i~ .

nologies. So far as the Arts in higher education were

AN .
concerned,‘khe exigencies of two world wars within fifty

. -
/#\XT*/ngearS, the demands of post-war reconstruction and the

s ]

'Spaée-age', left little time, interest _or money for the

bdevelzpment of such programmes.

During the de;aq& of the 'fifties,o"the doctrine of
close association gg{ween economic success and higher’ :
education was dominant and universally accepted."13 While

o

Arts faculti®s continued to offer traditional programmes
and courses, theeFine and Perfdrming Arts; where they

existed az\all in institutions of higher education, mainly
. . «

-

*

took the form of extra-curricular activities. ‘Throughout

/

the industrialized world gaijneering received the "lion's

share" 6f academic attention. . " X

¢

3
By the ea¥ly 'sixties, however, new factors were at

work. "students were looking for utoplas, and the Univer-
- 14
sities, if reshapedg might qualify." Higher education

-

|
n - -S'

1? Claude T. Bissell, "Canada," in Higher Education:

From "Autonomy to Systems, ed. James A. Perkins, (New York:

International Council fqr Educational Development, 1972),
p. 177, ‘

o

14 Bissell, p. 173.



was seen as a natural extension of secondary education;

Z
"1t was not so much a preparation for a jobhas a necessary
15 '
stage in development." "Existing institutions were forced

to expand and diversify programmes of study, while new

i

institu%ions were launched in an attempt to accommodate

growing numbers of students with diverse socio-educational

o 5

backgrounds and career expecfations. {
’ ‘ [ ° I
In some countries, notably Britain, universities

established dependent colleges which quickly became inde-

pendent institutions offerinmg an alternative to university

studies. In the United States the complex 'system' of two

ahd four year college programmes offered both.;alternative

e P—

-and parallel programmes to those provided by the univer-
16
sities. Because of the urgent need for .technologists

in all fields, "institutions that developed were less

theoretically inclined than the traditiomnal universities

and did not make the same demands of students for profi-
. 17 -,
ciency in mathematics and languages." Many of the new

establishments were devoted solely to training for specific

v

\

.15 Bissell, p. 177.

vl

16 For further treatment of thisuﬁapic see William
Clyde De Vane, Higher K Education in Twentieth-Century
America (Cambridge, Mass: Harvard University Press, 1965),
and Higher Education in Transition: A History of American
Colleges and Universities, 1636-1976, ed. John S Brubacher
and Willis Rudy, 3rd rev. ed. (Har-Row;: 1976)..

‘17 Bissell, p. 177.

»
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jobs, whilst others made provision for transfer to univer-

’ : v
sity. Diverse in form and programmes, the universal aims

of these new instituqions were to brovide, at a lower cost
than the universities, an opportun%ty for,higher\education
to students Uﬂ;ble to gain admission to uni#ersity and.to
prov%de specialized and technical training. Their con@érn
was to educate the middle and lower clas§es and to offer ;n

oppor tunity for vocational training rather 'than scholarship .

and research. The latter was felt to be the responsibility

. of the universities. In general, an open-door policy

guaranteed admission to students of all levels and of all
18 :

ages.

The hq;te with which these new institutions wvere

-established allowed little time for adaptatioﬁ of tradi-

tional programmes and methods to the new institutions and
philosophies, or for the adequate planning and assessment

of new programmes. Additional problems were caused .by the

fact that in common with the morgltraditional institutions,

L -

the ﬁew establishments faced rising costs and the need for
increased public financial support. 1In most cases the result
was more financial céntrql and cen{ralized planning by the -
governménts concerned;'ani conflicts déveloped between -
administration and students as activists on campu?'challenged

modern soclety and those responsiblq for. its government.

1 -
i | - ,

»

18 present and Future in Higher Eaucation, R. E. Bell

and A. J. Youngson, ed. (London: Favistock Publications,
1973), - ’ i
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The resulting widespread student unrest expressed dib-
satisfaction with the facilgties, programmes, philosophies

and -goals of the ne@ institutions, and led to a reth%nking

- of what the function of higher education should be. The

post-war generation had seen it mainly as a career ‘invest-
ment, but the students of the 'sixties demanded that it

begome a rich life experience "with the emphasis'on living
19 '
now, not in the f“t“re'"y/&f

This view of education permitted considerable flexi-

,bility of chéice. 'The nineteenth century concept of a

20

'liberal education' had been "exactness within a narrosikﬂ
range," ' but the new philosophies equated the term with a

certain breadth of curritulum. Students were encouraged to

expiore multi-disciplinary éﬁbjects to counterhqt the narng—

Y
ness of specialised programmes.
< N 1

The trend toward diversification i; the 'sixties was
intensified by the decline in éopularitf of the Sc;ences
and technologies, as national manpower requirements became
less urgent. Simulfaneously 81l branches of Social Sciences
gained in popularity. By the end of the deca&e, in re;ponse
éo these trends, there were mary different types of insti-

A

tutions and programmes from whicﬁ students could choose.

19 Burns, p. 2. )

20 sanderson, p. 7. °

¢
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lThe number and variety of institutions of highef educa-
“ .
tion were largely the result of immediate response to a .

crisis rather than an integral and loglical step In a co=-
]
ordinated and centralized plan-of higher education. Canada,

on a national scale followed international patterms of
({ s

development, and its néw 1ﬂstitutions of hjigher education
evinced the'unfortunaté results of ad hoc planning to be
found elsewhere. Such planning w;s made necessary by the
rgpidity,with which changes to exist;ng institutions anq
programmes had to be made in the 'fifties, )
ﬁrior.to 1950, within a provincial context, 'a process

%
«}- -
ef quiet evolution accommodated changes in higher.education

'with little stress. Higher education programmes Were
developed %q respoBse to th?‘needs'of particularﬁ;egions as
.huring the decade following the second World War, Eanad§,
,atgemﬁted°to meet the demands made by a changed, rapidly.
growing and technically oriented soclety.
{
¢ By the mia—fifties, the demand was such that mere

adaptation of existigg institutions and programmes‘failed
to meetié£e needs of society. New C9£Eepts aﬁd al;erngtize
insti%ptibns were required, and a goluti;n was found in the
junior college, or community college, concept. In common

%%'with their European and American counterparts such colleges

exhibited "great diversity in purpose, program, student

3
~

)

b

.42
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population, administration, structure and bhdloséahical
21 .
base; but all had in common a notion of themselves as

"a community of learners rather than a community of advanced

°

sc;oxais, in which the centrality of the individual‘learner
was paramount."22

Modelled upon American concepts and committed to ease.
of- access and flexlbility o6f programming, these new insti-
tutions offered vocational training in a number of fields

as well as pre-university programmes. In addition to reme-

13
dial education for students<of all ages, junior colleges

provided a wide variety of services to their communities, not

least of which were continuing educa%ion for the part-time
student and non-credit leisure programmes,

. The community college concept took hold and spread
rapidly. Practical implementatipn could only be achieved

by radical changes to existing administrative structures agg

-policies of higher education. Such changes occurred in almost

every province, but nowhere else in Canada were the develop-

3

ments as revolutjionary, comprehensive and swift as in Quebec
) 23 ,
between 1960 &dnd 1979, Prior to 1960, piblic education in

™

21l pr, Gordon Campbell, Community Colleges in Canada
(Toronto: McGraw Hill, 1971), p. 3; hereafter cited as
Community Colleges. o

Y

22 pr. Gordon Campbell, Cdmmunity Colleges in Canada"
CAUT Bulletin ACPU, December 1974, p. B; hereafter cited as
CAUT Bulletin. . o .

\

- 23 campbell, Community Colleges, p. 54.

~
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Quebec was divided into two parallel and autonomous sectors.
One was Catholic, patrilarchal, authoritariany preﬁ?minantly
French and traditionally the responsibility of the Church.

The other was Protestant, predominantly English, and the
] .

creation of regional area Boards which were given a free

, P

reln to operate gs they saw fit. The normal route to uni-

. versity for the French student was through the private

colléges classiques. Their rigorous humanities-oriented
3 j

programmes rTequired eight years beyond elementary school,
N ' &
and their high tuition fees put them beyond the means of most

of the French population. English students tended to pas%

directly from puﬁiic secondary school to university.'
Quebec's so-called "Quiet Revolution" of tbe 'sixties,,
initiated by Jean Lesage and presided over By Premier Daniel
Johnson from 1966 @o/ 1968, reflected fundfhnental ;:hanges 4n
the consclousness of the Francophone population. Their new-

found sense of nationalism, and equality with the English

—e
5 —

Quebeé population, demanded wholefale changes in the existing
educati;)al system. It was recognized by those who led the

reform that:
The new, social, economic and political courses
which were now being pIdtted had to be translated
into new goals’, structures, institutions and
processes for the educational system. Out of &
this philosophical necessity was created the Parent
Commission with 1{ts open mandate to investigate

v
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education in the ProvincL, and to make )
recommendations for change,

A Royal Commission of Inquiry on Education in the

Province of Quebec was established -by order-in-council on
¢

March 24, 1961. Betweenrl96l and 1966, the Commission,

4

chaired by Monseigneyr Alphonse Marie-Parent, hela one
'hundred and twenty-five private interviews, forty-one days
of public hearings in eight cities, visited forty-seven
institutions in the province, travelled to other parts of
€anada, to the United States, Britain; and other countries
in Europe and reéeived over three hundred briefs from

25
individuals and groups. . , .

4
v

Betwern 1963 and 1966, the Commission published 1ts
report“in fiveé volumes. The central recommendations of
volume I‘were the creation of the post of Minister of Educa-
tion;’and the formation of an advisory body - the Superiot
Council of Education. Volumes II and III of the Report re-
commended detailed changes in the structure of education from
kindergarten tﬁfough)dniversity, and put forward the concept

|

of "institutes" - comprehensive colleges for Post-secondary
«

\

education, offering both pre-university programmes and

3

o

24 professor Norman Henchy, '"Revolution and Education
in Quebec". Text of Lecture, 1972 on file, Education
Library - Vertical Files, "Education, Quebec Province,
McGill University, Montreal. '
25 Rapport de lsa Commission d'enqﬁ@te s&r 1'éducation au

Québec (Québec: 1963).

»
™
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professional training for technical occupations. MOpportunity

would also be provided for students of all ages to continue
26 .

their education.
In January 1963 a "Comit€ de Elanificatién de 1'Enseigne-

ment préluniversitaire et professionnel"” was set up to bring

the propgsed new colieges tq‘birth. Popularly known as the

COPPE% Committee, it consisted of some thirty members, and

@

1ﬁc1udéd parents, teachers, and representatives of .school
t § .

boards, .classicdl colleges and universities across the

province, Over an eighteen-month period COPPEP prepared

legislation and regulations which wogld realise the Parent
Commission's dream,, ané récommended that the name be changed
from "Institutes" to Colléées d'Enseignement Géneral et
Profe@siénal, or CEGEP.27

The completed legislation, "The General and Vocational
/Colleges Act," Qas passed by the National Assembly in June
%g67. By Septembér 1967, twelve C‘GEP-had been forged, “and
;ithin five yeafs sowe thirty-seven existed throughouf the
Province. As might have been expected, chaos reigned. "All

~used existing plants and hastily restructured adminisgtrative

staffs and programmes, All were formedab{ the conversion of

26 Yolumes IV and V.of the Report dealt with the
Administration of Religious and .Cultural Programmes, General
Administration and the Financing of the Agencies of Education.

27 Campbell, Community Colleges, p. 53.

4
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\

oﬂe or more existing institutions . , . tﬁere vas a wide
range of combiné%iops.'*%EGEP Maisonneuve was created from a
single classical college, whgreas CEGEP de Trois RiTiéres
was an 1ntegrat§bn of nine differer{t,est:abl:i.shmel'.n:s."’28

The CEGEP system was disrupted almost immediately by
internal and external presgures. Repeated disturLances led
to a province-wide student strike in October 1968; due mainly
to the stresses of change and growth., "Curricular ﬁroblems,
inadequate facilities, shifts from classical studies to
technical programmes, administrators attuned td past’needs,

curricula ‘and methodology, and student anxiety about
' 29

employment were among the factors contributing to . . ."

the striké.

The strike was followed by widespread-controversy over
a Governm%nt decision to re-classify instructors. In addi-
téon, financial problems, not unidue to Qﬁebec but more

pronounced in this province, made the expansion and,improve~

ment of inadéquate facilities even more difficult to achieve.
I

The Governtient was obligedeto provide for ever-larger enrol- =

§
ments, nourished by doctrines of social justice, in an era

of growing unemployment, inflation, and political and social

unrest.

3

28 Camébell, Community Colleges, p. 53.

¢

29 Campbell, CAUﬁ_Bulletin, p. 11.
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Replacing an earlier Comité Mixte; a Com{gé de Liason
enseignment supérieur/enseignement collégial, known as
CLESEC, was created in the fall of 1971. 1Its mandate was,
as its title suggests, to act as a-liason between universi-
ties and coileges; to promote the flow of communication and
iﬁfo%mation; to aid the co{leges in the preparation of new
programme;; to facilitate the transition of students from
one levelto the other; and to promote the implementétion of
the Parent Report recommendaticns at both 1evels.30

The continui:r: problems of the CEGEP were studied
intensively in 1974 by a Commission of 'Inquiry, the Nadeau
CQmmiggion, appointed by the Superior Council of Education,
The Commission, chaired by Jean-Guy Nadeau, found that
there was a, general inability on the part of thelCEGEP to
'find' their own leve} and to offer a type of educat;in
distinct from that of the high school or university.

The Nadeau Report was basically a restatement of the
ideals outlined in the Pa;qnt Report. One of its ﬁain

points was that, except for the length of.stay in each

institution, there was no basic difference between goals.of

the CEGEP and the universities. Both.had to prepare students

% 4

for some social func;ion. The Nadeau Report differed from its

30 Gouvernement du Québec, Ministere de 1'Edu

Comité de Liason enseignements superieur/enseignement
collégial: Dosgier d' information, 74.01.17.01.

31 Quebec Government, Superior Council for Education,

The College: Report on the State and Needs of College
Education. (Quebec: 1965)

B
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predecessor in that "while the Parent Report spoke of 'the

aspirations of Quebec to higher edﬁcation,'“ the Nadeau

Report "assumed high school graduates are ready for “higher
32 N
education.” In some forty-eight recommendations, the

?

Nadeau Commissioﬁ suggested changes in higher education to
deal with the current problems, reiterated the Parent Com-

mission's vision of the CEGEP as an instrumeét‘of social

o

change and supquted the notion of an 'open-door policy’.

The Report's '"pleas for a "free" educational environment

] | 33
where students could create their own learning experience,"

revealed a profound gulf between the theori of general educa-

tion as propbsed by the Parent Commission and current

+

pedagogical practice in the CEGEP in 1974, The Parent Report
[ - h o
was the product of an idealisgic and optimistic society, The

Nadeau Report was submitted dufing a period of deep social and

=

~

economic pessimism. Changed educational philosophies held
that individual development, desirable as it might be, should
be sufofdinated to social objectives, Notwithstanding the

Nadeau Commission's recommendations, the educational system

becane more,restrictivﬁ\ggg‘:ffme wae a tendency to revert

to the authoritarian attitudes of the decades before the

: ’ " < R )

. 8 ’ .
32 Hashmonal Conforti "“The CEGEP: An -assessment of .
goals and possibilities"” The Montreal Gazette, September 6,
1974, p. 7. -

33 Henry Wagschal "Failure of the CEGEP - an insider's
view", The Montreal Star, February 2, 1975, Sec. A, p. 3,.
‘cols. 1-3. ' .
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34 . 1
Parent Report.

Between 1974 and 1977, political and social conflicts

between the French-Canadian majority,‘hnd Quebec's minority{

°

groups became sharply defined. The electrgnjof the Parti-

Québe:;}% in 1976, with its professed intention to separate

Quebec from the rest of Canada, added to the already unstable
|

C
|

political and economic-climate, and unemployment rose to
’ . ! _ |
unprecedented levels. .The restrictive regulations bemoaned|

by the Nadeau Commission's findi%gs continued to prevail,

‘

and interest in a broad liberal education shifted toward an-

<
L3

em;hasis on technical studies for career training as students
coﬁpefed for positions in a diminished market. |

In 1977 international trends in eﬁucational philosophf‘
suggested a movement toward more structureq programmes and,
an emphasis upon Mathematics,gnd the Language Arts. 'Later in
the same year Quebec's Education Minister Jacques-Yvan Morin '
published his Green Paper on Primary;and Secondary Educatioq.35
The paper was a series of proposals designed to re-evaluat%l

the public school sysﬁpm and bring it into line with inter-

national developments. Schools would be committed to the

teaching of Mathematics, Language Arts and Religious and

34 Dominique Clift: "A Basic Shift in Education"”

The Montreal Star, August 1, 1974, Sec, A, p. 7, cols, 1-4,

A rd
35 Jacques-Yvan Morin, Ministre de 1'Education de
Québec, L'enseignement Primaire et Secondaire au Qpébec:

Livre Vert (Québec: 1977).
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Moral Instruction; Latin would be a compylsory study for
V] . R s
- high school students, and "intellectual rigour, self- ‘

-

ﬂ

discipline and methodical habits of work and,; study would

» 36
'be the underpinnings of this new approach to education."

3 - ]

How or when the:proposals will be inmplemented :and how thej

“~

L)

will affect the CEGEP remains to be seen. . ' i”

[l [ A-

A conference held in Montreal in November 1977, to mark

. e
- \ "

the tenth annimersafy of the founding of the CEGEP,Q;evealed

that "Quebec's CEGEP are.confronting the same problems today

N ' ' » 3
thdt -tifey faced when they were first founded ‘ten years hgo,

and.the solutions appear no clearer now than they were in-
37 '

1967 ." On the fpositive side the conference r;ported°an

increase of some 80,000 students in-the ten“yea} period,

'

growth‘inythe course offerings im the general arts and - -
! hd : ) g d «
science areas as well as in the professional sector, ifproved
i

d o

¥ o , ‘ :
curricula and cours®e content, and the creation of a dynamfc,
if sometimes controversial learning environment. On the
- ?

negative side' the Conference noted frequent; Tepeated con-—

¢ \

fl*cts between the teachers' union andsthe adminisgratipn; ‘

0¢

too many inappropriate compulsory courées; lack of

-

co-ordinat¥on. between sgcondary, college and university

< - i

levels, and the faillure to make French obligatory for all

[]
’

9

l L4
36 James Stewart "Morin's husman engineering plan ° .
The Montreal Star, February 25, 1938 Sec. G, p. 1., C°15- 1-5.

1
.

a4
)
a

\ 37 Ken Whittingham - "After ten years, solutions’ to
junior college woes ﬁnclear' The Montreal Star, .
November 2, 1977, Sec. A, p 13 cols, 1-6. '
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English CEGEP students.' ' ’

wfhis lagt fact has defeated a”central objective of the N

&
reforms of the 'sixties which were intended not onlyQFo pro-~
~

vide equal‘opportunity within the English and French educa-

<

'tionalvsystems but also to integrate Anglophone college

students into the mainstream of Quebec education. While the 3 °

Parenfiideal of integration has not yet been achieved, the fact

that students in the French and English CEGE? follow the same .

}

courséasyllabus does provide a common baseﬁl Quebec's, L
Engliéh—language CEGEP altliough,a product of ,the same ahilo—

sophiéhl ideals, with a common purpose and programme, and

2
under the jurisdiction of the same bureaucr%fy have, never-’

< i

L)
theless, maintained a %uakgty and identity of their own since
{ v ®
their inception in the late ‘'sixties. '

The history of the five English-language CEGEP began
vy - .

. with the opening of Dawson College in September 1968 in a

converted pill factory in Selby Street in Lower W?stmount. I8
" ‘ .
Since then the college has spread to other locations through-
L

out the city with four campuses and numerous satellité
buildings. From an initial enrolment of nineteen hundred
students', enrolment has now grown to more than 7,000 full-

time students and 3,600 in continuing education programmes.

The College offiers a broad range of pre-university and career

/

y ‘

38 gadat Kazi , "CEGEPs are thriving after ten years"

The Montreal Star, October 29, 1977, Sec., C, p. 5, cols.
1-6. -

-
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programmes for post-secondary students and a wide variety of
L

interest courses and part—time programmes for adults. o

)

\ Vanier College, fo&nded in 1970, is located on two

campuses 15 }hé western part of Mont?eal. ?he original campus
in St. Laurent Qas established in the‘pldACollege Basile *

. :
Moreau, the Mo&herhouse of the Holy Cross Order; Fhe ® N
Snowden campus was opgned in 1973’and ‘today there are some

5,000 students and 400 farulty on the two campuses.

John Abbott College was,esggbliéhed in August of 1970,

and received its first 1,200 students in September 1971.
Situatéd on the western tip of Méntreal Island 1it, 'tem-
porarily', has two campuses. The permanent campus and
JCollege headquartersjis in St. Anne de Bellevué, with the
temporary campus in ixf toyn of KirkTand, about six miles
east. 1In Decembe; 19

!
with McGill University for the exclusive use of fifty acres

75, the College signed a lonp-term lease

of the west section of its MacDonald College land, whose

-~

acreage\and faciligies the EEGEP now share. A twenty mil$ion
‘dollﬁ%:expansion and restoration project will ultimately
provide John Abbott with Its own Integrated faci}ities at
the, §t. Anne site. The College has currently‘enrolled some
4,006 full-time day students and 1,300 evening students in '
its Continuing Education Division. ' “
Champlain Regional College, the fourth of the English-
language colieges, was established on April 7, 1971, and

consists of three widely separated campuses.  The St,

o Y

LambertLLonkueuil campus, the only one with which this report
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wifl be concerned, 1s the largest campus of th college,

When opened in September 1972 it was, housed in temporary
quarters in St. Lambert. The building of permanent facili-

a
ties began almost at once on twenty-one acres of land along

the St.}Lawrence Seaway, and by August 1973 the first block
of the college was completed.. The new campus.was officially

opened in October 1976, and the ‘college ehjoyg the distinc-

2

tion of being, to date, the only Montreal Anglophone CEGEP
with specially designed facilities. At present there are

approximately 1,500 day students and 1,400 continuing education
students enrolled. ' - >

! »

Maridnopolis College, located in the heart of Montreal,

is currentl} the only private English-language CEGEP in the

area. Originally the N8tre Dame College for Ladies, founded

in 1908, it was the first institution of higher Aearning for
English Catholic women in the Rrovince, and affiliated at

first with Laval Upiversity and later with niversity of
Montreal. Regaméd'narianopolis College during the second

World War, the College changedilocations several times, In

1969, Marianopolis admitted its"freéhman students to a CEGEP

equivalent programme; accepted its first male students, and

phased out its degree programme. The expansion\of the Collegei

led to its removal to its present site at 3880,Cbte des Neiges

in the old Seminaire de.Philosophie, where it currently has a

Y
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. 39 The other campuseg are in Lennoxville and Quebec
City.
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. student body of about 1,200. Full-time students are required

to pay fees of, about $660 per year, although the Government

subsidizes the College for about gighl,percent of its costg.

1)

These five CEGEP in two and three-year programmes offer
a Qide range of academic and professional studies, includ-
ing Drama and Theatre. Although’extfa—curricular theatre

activities had an imbortant place in Quebec's colldges
40
classiques from as early as 1660° ,_@he teachipg pf theatre

H

as a curricular subject of higher e¢ducation is a fairly

recent phenomenon. In the early"sﬂﬁties the shift from -

ey - L °
Science and Technology was accompanied by 'a surge of interest

N

[,

in Arts and Fine Arts prggrammes at all educational levels.
If the history:of current CEGEP programmes revedls a
" general debt to the p@ilosophies contained in %he‘Papent Re-
port, 1t owes a more ;pecific and practical one to a parallel
stﬁdy onj%he arts in education.

In keefing with the Quiet Revolution's commitment to
cul@ural 'survivance' and the determination of the Government

i

to become 'miitres chez nous', a Commission of Inquiry on the

Teaching af the Arts .in Quebec was appointed in March 1966

40 Theatrical activity prospered throughout the
seventeenth and eighteenth cenFuries despite high-level
ecclesiastical disapproval. n 1785 Joseph Quesnel wrote:

a Trafité de 1'art dramatigug/%or the benefit of his young
actors - probably'the first educational book published in
Canada. The students of Jesuit College in Quebec are s
known to have .performed plays .in Latin, French and even
in Huron and Algonquin. Rapport de.la Commission
d'enquéte sur 1'enseignement des arts au Québec. (Québec:
1968); hereafter cited as the Rioux Report. All further
reference to this work appear in the text.
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under the chairmanship of M. Marcel Rioux. The report of
the commission, brought down in August 1968, prepared the
way for the inclusion of programmes in Drama and Theatre
i;'the~new education system outlined @nthe Parent Report.41
The Rioux Reporﬁmpostulated the 1ideal of an education
in the Arts which would be aJailable to every student and
which wg;ld permit‘tﬁe full development of individual
interests-and abilities in every sphere of the Arts,
Publishéd in four vqume;, the Report was both philoso-
phical and prgctical in nature. ‘Ityconsisted of a'dgtailez
sfudy of é broadlspectfum,of the Fine and éreative Arts,
which were divided ‘into four main categories:-
1. The Communication Arts, which explore
the world through sound and movement,
and develop expression through the use

., of music, song, body movement, action,
» dramatic play and oral expression;

a3
el +

Ll

%

. | .

41 At the time of its publication the Report aroused
more interest in France than it did in government and
Qdministrative levels in Quebec. (Personal interview with
M. Clément Pard, Professional Résponsable for the programmes
in Arts, for ‘thre Department of Programmes - Direction
Générale Enseignment Collégial (DGEC), May 10, 1978).
Locally, the older and more established institutions of
general and higher education, where many of the Parent
recommendations had already béen put into practice, were
very peceptive to the Rioux Commission's ideas for an
artistic education. Local school boards attempted to
implement many of the Report's recommendations, particu-
larly in regard to Drama. The Protestant School ‘Board of
Montreal, for eﬁample, in 1969 had eighteen drama spe-
cialists teaching in its schools. (Personal interview
with Mr. Michael Thomas, Senior English:Consultant, .
Protestant School Board of Greater Montreal, <«January 4,
1978).

T e e A



: e 27

2, The Plastic Arts - the area of graphic
arts us%ng colour, form and design;
N £

' 3. The Audio—visual'Ar;s - television,
> radio and film, and )

4, The Environmental Arts - a¥chitecturé,

urban development and industrial design.
- (Ricux Report, 1. 258) ﬁ"*

The Commission outlined programmes for each level of

education from kindergarten through uniyersity. Seen as a
vertical development, the structure of'éftistic educatioi%}/

Yas described in terms of a tree, with its roots deep in*~fhe

"biological reality of man and his culture", growing through

a "common trunk" of a general Arts educatdon and reaching up
——

to the topmost branches of research and specialization

(Rioux Report, 1, 260).

The suggested structure was one of planned coordination

“and growth, yet with sufficient flexibility to ‘allow for

exceptional cases, and provision of an easy transition from
one section to another. The needs of the individual were
seen as paramount. At the college level it was felt that

the student should be able ito choose either a professional

artistic programme, terminal in nature, or preparatory pro=

grammég leading to degree-oriented universify studies.
Drama and Theatre was recognized as edpremely important
to a society "en quéte de la Liberté" and fighting for cul-

3

tural survival:-

&3
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Lesileaders novateurs du Québeg& d'aprés l'enqué}e
que des socloleogues ont faite pour nous, ont pris

conscience admirablememt de cette force, de ce

pouvoir de métamorphose pour notre coIlec;ivité

L'un d'eux dira: "Le théftre a sa valeur au
moment . .
les sentiments, leg deboires ou la joie d'un
peuple qui s' exprime lui-méme par la voix de

ses déldgués que sont les auteurs dramatiqués”

* Pour eux, de plus en plus/ le théatre est une

école de vie, up lieu de contestation, de
revendication dfe réhumanisation. Dans leur
esprit il ne 'agit lus d'abord d'un lieu de
divertissement”’d'apres-diner] mais d'un lieu
d'unification., Et ce théétre diront-ils ne

4 partir du moment ou il exprime o

\
~

peut se développer qu' a partir d'une dramaturgie

canadienne,’québecoise. (Rioux Report, 1,130)

!

The Commission made specific recommendations to facili-

42

tate the realizatlon of their goals at the'CEGEP level.

Summarized below are those with most significance for this

study:~

.

N . 4
o
1, That the Minister of %ducation institute
programmes ‘at the'college level for the

training of actors, and for the training of

.

teachers of Drama and Theatre.

.

2., That the field of artistic education and

technical training should be broad and flex-

ible, and at the college level should offer

both advanced education and professional
training.: d

3. That the artistic education in each college

should be under the responsibility of one
person - the Director of Arts.

N
v

4, Since many of the programmes of the new

colleges would be acquired at the time of ’

their formation from the old,colléges
classiques and technical institutions, the

1

Vols.

Compiled from The Tables of Recommendations in

I and II of the Rioux Report.
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suggested reforms and new programmes be
implemented immediately. In order to do this,
. each college should be equipped with the re-

{q quisite facilities such as workshops, theatres,

galleries,. studios, etc,

5. That, as in the area of sports, funds,
- equipment, and opportunity to experience

and participate in the Arts at a professional

level be made available to students

immediately.

.

1

6. That there™be cooperation and an exchange of
ideas, personnel and equipment hetween the
various levels of education in each field
of the Arts.

A}

§

7. That each college collaborate with the =«
authorities for cultural development and the
schools of thelr region, bearing in mind the
importance of coordinating their artistic
manifestation and the needs of their com-
munity, “ ~r”

8. That artist-instructors with professionall
expertise be employed as teachers in the
various fields of the Arts.

> 9. That programmes be instituted for the traign-
ing of technical personnel of all kinds for
the, professional entertainment industry, and
that immediately, "those who would specialize
in the various fields of dramatic art go to
study their specialization in the professional
schools abroad in order to obtain teaching
diplomas if acting and theatre arts.

The Commission's definition of what should constitute
"l'art dramatique”, and the suggested outline for the college-

level programmes, stated that the notion of "drama' should

S

include theatre, musical theatre and opera, as well as the

'

audio-visual arts of television, radio and cinema. The

Commission believed that this multidisciplinary Art form

should include the training of technicians of all kinds, as

|
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well as actors, administrators and teachers of theatre. -

At the college level, howév%?, programﬁes in Drama an&
TheatrE'é%olved gradually, generally in response to st:udent‘rJJ
podlicy or administrative interest.. Applications were made by
individual CEGEP to thé yinistr§ of Education for permission
to offer courses or programmes In Drama and Theatre, and
these weré duly appro&gd. As might be expected{ the pro-
%Fammes bega; first in the French CEGEP. Initially under
the department of Arts and Letters as a two-year pre-
university liberal arts programme, traditional studies in
dramatic literature wefe to be offered, to which was to bé

y
added such practical experience as existing facilities would

permit., In 1969-70, in response mainly to faculty initiative,'
a three-year professional theatre programme was established
at two of the Frenowh CEGEP, Lionel-Groulx and Bourgchemin.

The evolution of theatre programmes in the English CEGEFP 1is

N A}

dealt with in detail later in this study.
/ Currently in the English sector, each of the five

colleges,'described earlier in this chapter,hoffers a two-

year pre-university prbgramme in Dramg and Theatre within !

\\\

the Creative and Fine Arts Departments. John Abbott and
Dawso; Colleges offer three-year professiona%ﬁ}heatre
tra;ning prog?amﬁes as well.

Since the philosophies, aims and methods of the pre-
°hhiver§ity and professional programmes are so markedly
ﬁifferent, 4t 18 my intention €® treat each separately.

-

-
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Wiéhiﬁ the broad context of international ;nd national
de&elopments a stuay of the Liberal Arts programmes in Drama
and Theatre will be followed by a similar treatment of the
programmes which offer .fessionalATheétre training in the'

Montreal English—liﬂ%uage CEGEP.
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CHAPTER TWO
DRAMA AND THEATRE-AS A LIBERAL ARTS DISCIPLINE
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The two-year libe;al arts programmes in Drama and
Theatre .at the English-language'CEGEP are essentially con-
cerned with the development of the student through an
academic and practicai approach to the study of\drama. The
professqa int%ytion is that ¥ study of dramatic 1iteratgre,
whiich includes training in th; skills of the art form and |
exposuré to performance, be directed toward‘total personal

development. The realizatién of this intention must depend
. . T

to a large extent upon the philosophy and biases of the

individual in charge of the programme, his int%rprqtation of

the relationship between a study’of the text and praétical
experience, and his definition of Qﬁat is impiigd in the
term ‘personai development', h o . o .
' Inevitably questions arise concerning the degree of
practical ;xperience and the level of tﬁeatre'skills
necessary to either il{uminate the t;xt:and/Or achieve
maximum personal development, Cénténxion among e&ucators
at all }evels of highen educa}ion arises from a concern
that the dramatic'actiyity may beéoge an end in 1tse1f.‘
Whether practica{ work should be direcéed toward individual
development or to the study of dramatic literature for its

v

own sake, aﬁd what emphasis should be placed on the acquisi-

)

tion of professionél theatre skills. are topics which form

]

the substance of present day discussion.

[y

Such concerns are not a modern phencomenon. Controversiles

related to the study of drama date from as early as the

. oee
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ei%teenth century at Oxford and Cam%ridge,'which'at that time
monopolized university education in England. Their curricula
included Grammar, Rhetoric and Logilc, with some Arithmetic,
Geometry, Astronomy, Muslc and.a study of the thrge,Philoso-
phies (Rhysical, Moral and Métaphysicgl).v It was not until

the fifteenth century that a literary component entered and

~

portions of Ovid, Cicero and Virgil were 5rescribed as alter-
4

natives in the official syllabus. -The foundation of Duke

°

Humphrey's library at Oxford in 1444, with 1ts store of class-
ical and Italian works, heralded the humanist revival at the

1
two universities.

»

Renaissance Humanism mad@vGrgek and Latin literature the
9 S .
basis of culture, and university students began to study the
dramatists of Greece and Rome, Initially the works were read,

simply as texts and subjected to the traditional methods of

literary criticism,\until the(QEEEiiiasm of the Continental

humanists, and the acting of classical plays, took hold in‘
the schools and spread to higher education. At first univér-
gity performances were pii;ate, and intended simply for the
edification and amusement of the students; but' by the middle

| .
of the sixteenth century performances were open to the public. .

°

1 Frederick S. Boas, University Drama in the Tudor Age
(0Oxford: Clarendon Press, 1914), pp. 14-15., All further
references tothis work appear in the text.

Z John P. Wynne, Theories of Education: An Introduction

to the Foundations of Education (New York: Harper and Row,
1963). o

-
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As early as 1545, the statutes of both universities provided
. . ¢
for a certain numbé& of tragedies and comedies in both Greek
and Latih to.be performed each year (Boas, p. 16).

-

On ceremonial occasions and during the 'progresses' of -

the Queen, the University stages becamé, temporarily, a éranch

o 3

. 2
of the Court Revels. Thé 'playings' became a means of esta-\ °
p 2

blishing the credit of' a college, and thus became higﬁly com- /

®

o

petitivé} University'men tried their haq@wat writing plg&s

o>

and, in:order to make their themesg more interesting for local
audiegces, incoréorat?d topical and local events. Although
they often aped.classical structure and characters, such plays

were far removed from the conventions and idegls“of‘}lassi—iw

A * o

cal dramatic art, and the ensuing dramatic activity from the
c

" traditional methods of literary criti¢ism. . However, "the

pedagogical bias was never finally abandoned, and it helps to—c—

accohqt for the seemingly fitful development of the verma-

P

¢

cular academic play" Igoas, p. 251). ' &

During the later part of the Tu%Pr period, controversy

.raged between the assallants and defenders of popular theatrém

"While the ,two Untversities . . . presented a united front

‘agéinst the,-fnvasion of their precincts by prbfessional com-.

panies, each was internally diJ{ﬁed by a domestic controversy

© ¢ B

on the %egitimacy,of amateur ﬁerformances by its own members"
. (Boas, p. 251). The widening rift between humanists and

& ! . .
Puritans in the late sixteenth century produced a spate of

pamphlets and letters to denounce and defend ,academic drama, |,
- . . -] £

Ty

o
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.main history" (Boas, p. 1). L | 0
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> . ! ,
notably those letters which were exchanged between Dr. John

"Rainolds and Dr. William Gager (See Boas, Chap. 10, "Friends

’

and Foes at the University Stage").
Commenting on the correspondence between The two men,
. o N
Boas suggests that one of Cager's letters deserves to ‘

"become a locus classicus on)thd objects of academic

drama . , ." (Boas, p. 236). In summary Boas stated that

Gager vindicated university drgma on the grounds that:

\ ‘ 5
' ' [1Jt was a handmaid.both to scholarship and
rhetoric, It helped to familiarize 'the §
younger students with the text of the classi- 3
cal dramatists, with the practice of original

: composition in Latin verse or prose. At the

‘amé time 1t trained them [the studentg/ in the
art of declamation, in the management of vojice 8 4
and laction', which had accounted for so much
8 in the educational system of imperial Rome, and '
which was particularly serviceable to the
younger men of birth and wealth who' passed from
the Universities into the .sphere of public

- ' affairs. (Boas, pp. 349-350)

e

[y

Puritan hostility to the academic drama wa's increased . .
&y the fact thatqﬁerformances usually took place on Sunday,e'
and the growth of Puritanism eventually gave rise to groups
in both Universities Yhoikxtended the éan on profqésional T
performances to acting in any form by the.outBreak of the ®

Civil War: and thHe "qforadic survivals qf;er‘the Restora-

‘tion form but the . . . epilogue to its [academic drama) !

Puritanical attitudes to academic drama were further
”

strengthened by the rationalist~philosoph4es of Descartes b

> ¢
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'
wRich divided the worlg into two substances, mind and
matter. Descaytes believed that the "inclusive and ulti-

mate end of education and the good 1ife is a well discip-

,1ined mind . . . and [Ihag7 physical activity is . . . an

’
obstacle to mental development, either to be eliminated in-

sofar as possible, or to be tolerated as a necessary relief
. : * 3
than to be encoufaged for its own sake."

*

)\ ’
The educative process, it was believed, should be
s 1l

concerned primarily with exercising the faculties of‘thé
mind, agd only such subjects,«proc;dures or techniques that
would help to do,this %should be permitted.’ Instruction in
literature should be limited to 1ts formal and technical
aspects and be designed to train thedmind "rather than to
prepare young peoplz to deal effectively with practical

soclal conditions." ,From the seventeenth to the twentieth

"century, the practite in British urivetsifties was to treat

drama as a form of 1itergture; practicgl participation in
the art form was not considered neéessary to the study of
drama, aqd the staging of plays iﬁ the universities and
colleées reggi?ed largelx an Sxtfa—curricular activity. As

- &
such, drama was considered a worthwhile hobby and tolerated

.

by the authorities. RS
3 « 1 »
Wynhe, p.' 9.
4
Wynne, p. 23.
< -
Sl
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Britieh university tradition, almost exclusively,

shaped North American higher education until 1865. Those

¢ o
. "who founded schools and colleges in America brought to

them the Humanist outlook as modified by various religious
‘ 5
sects during the Reformation and Counterreformation."”

The variety and number of dramatic performances in the
universities declined steadily from the seventeenth century,
although the p¥esentatio; of plays did not c%ase completely,
and by the ninetesﬁth century, academic.drama had "hardened

° A

into a formula" (Humanities, p. 9). Dramatic perfofmancbs

generally belonged in one of three categories; as)ag®@demic
exercises, cémmencement ceremonies or extra-curricular
productions. i

The academic exerciseg,‘!; Latin, were moral in tone
and were intendedlto promote learning and improve elocution
and deportment. Commencement performances "often in the %orm
of dramatic colloquies were intended to show the school's
work to good advantage by demonstrating its students' accom-
plishments [and werq]salso frequently written to express
sentiments favored by patrons of the school" (Humanities,/
p- 10). The majority of Aramatic performances, however,
were extra-curricular prodhction§ usually sponsored by

R

literary societies. The extra-curricular productions were
h \

° Humanities and the Theatre. A report on a series
of national developmental c¢onferences on univergity resi-
dent theatres as a resource for humanistic studies, 1971-73.
(Washington: The American Theatre Association, 1973),
p. 9; hereafter cited as Humanities. All further references
to tlhils work appear in the text.

v
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the cause of considerable anxi:ty among the school authorities

3 N

"who alternately ignored the productions and sgught to curb
them" (Humanities,.p. 10), an attitude which prevailéd until

the late 1860's. ’

After the Civil War, a new phase of dramatyc activity
R . ¢
began with‘the formation of 'dramatic societies in the uni-
‘ 7

ersities.” Play productions were not confined to these
f

gsocieties, however, "for this was an era of enormous upsurge
in all extracurricular activitles and the presentation of

plays came to be a favourite means of raising¥Munds for almost

any endeavor" (Humanitiés, p. 10)

S}« Even more important than the dramatic societies was the

-

interest aroused by the 1881 Harvard presentation of Oedipus

Rex which was supervised by professors, and actively “involved
an Instructor of rhetoric who played the leading role. This

prodaction, which received international publicity, was

largely responsible for a renewed interest in the classics
&

which soon spread to drama in other languages, .and "production

of plays by Shékespeare and other Engliiﬁ/ﬁrﬁﬁatists also

increased Signii:g;;iif" (Huggnifiggj/ﬁ. 10). While most of
! /

/
these productio re still extra-curricular, and sponsored

"by various clubs, they were frequently'under the sypervision
of insfructors and "it was this interest on the part of
departments of language and literature that inftiated the

~trend toward merging curricular and extra-curricular drama-
4 s

tic activities in American colleges and gnive;sities"

, (Humanities, p. 10).
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In 1890, Brander Matthews, a professor of Enélish at

Columbia University maintained that "the great dramas-of the-
. 6

mighty masters were intended to be played rather than read."

He buttressed this opinion with lectures on the influences

that the’physical stage, the art of acting, an; the taste
;f audiences have on their composition. At Utah University,
in 1896, Professor Maude Babcock was "dividing clas§ time
equaliy between oratory and the study and reading of Julius
Caesar. Thus, by 1900, the foundaéioﬁs for the inclusion
of theatre within the curriculum had been laid" (Humantties,
p. 10).

The trend toward the inclusion of dramatic performance
within the curriculum received further impetus at the turn

of the century through the philosophies of John Dewey "who

L
began to argue that 'the school should be life, not a pre-

paration for living', and that one learns most efficiently

through doing" (Humanities, p. 10). 'His belief that the
€

student should learn through experience which utilized
muscles, imagination and the senses rather than through

'}

reason alone, or the tradit{qnai absorption of communicated
knowledg®, generated an atmosphere of questioning, experi-
ment and change during which theatre began to be incorpor-

ated in the curricula of many American colleges and univer-

gities {Humanities, p. 10).

N

6 Sawyer Falk, "Drama Departmenté in American
Universities,"” in The, University and the Theatre, ed. John
Garrett, (London: Allen and Unwin, 1952), p. 11.

%$§§
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Initially, courses emphasdized the use of oral inter-

1

pretation, acting, and playwriting for the development of
the programmes included "the training of public readers,

lecturers and instructors’in elocution, and (after 1910) the

training of supervisors of dramatics in'secondary schools"
?

(Humapiities, p.  11). In 1912, the first-known American attempt

‘to correlate academic instruction with theatre practice was

made at Harvard by Professor George Pierce Baker in his "47
Workshop". Here, pla}s wvritten 1in his English 47 class were
given their ultimate test on stage before an audience. 1In
other uninrsities "new courses were initiated at a fairly
sgeady rate" (Humanities, p. 10). | ‘
The Carnegie Institute of Technology, which began its
progra;me in 1914, was the first insgitution of higher
education }o offer a four-year curriculum leading to a Drama
degree. During the first half of the twentieth century, Drama
as_.an academic subject gained popularity at most colleges and
universities throughout the country. &
By 1960 Burnet M. Hobgood, investigating theatre in
higher education,was able to report that approximately 15,000
studéhts were enrolled in more than BOd cokiege programﬁes
equivalent to an undergraduate major in Theatre.' He found

that more than 7,000 courses in specific theatr# subjects

vere giveﬁ by 900 accredited colleges and universities. He

no ted consideraplb disparity in ghe,programmes, and a cross

- analysis of the content and sequence of courses ‘revealed thdé

i
.

]
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diversity rather than uniformity was the rule, and this not
7
only among colleges but also within any given college.

In 1974, the American University and College Theatre
Association coqducted a Jiéilar survey, ‘and published its .
findings in 1976. The survey presents data on 924 region-
aiiy accredited two—fegr institutions, 170 of which offer
programmes of post-graduate study. The pattern of theatre
education offered by these institutions is of five main
types: Recrg:tional, Pr%fessional, Avocational, Liberal

* ’

Arts~Vocational and Liberal Arts-Humanistic.

The professional category 1s self-descriptive and

accounts for about four percent of the total Theatre Pro-

‘

gramme enrolment. Recreational and avocational programmes
A 2

b

are largely extra-curricular and production-oriented.

Recreational programﬁes are usually related to clubs in the

. a

t

fields of the humanities and scienceé, and no theatre

courses as such are offered. Avocational programmes comprise

a few courses taught in establi?hed departments of humanities

and arts for those students for whom the;tre is not con-

sidered a distinct field of study, although it is felt to be
8

"a subject which an educated person should appreciate."

Thesé two groups account for aboutj}wenty—five percent of the

’ 3

. 7 Burnet M. Hoﬁgood, "Theatre in Higher Education in
America'", Educational Theatre Journal, May 1964, pp. 142-149,

8 University and College Theatre Association,
Directory of American College Theatre (Washington, D.C.:
Corporate Press, 1976) p.» 6, hereafter cited as DACT., All
further references to this work appear in the text.

i
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total enrolment-dimn-theatre programmes. %
N . Y

~

Tﬁijﬁzghest,enroiment is to be found in the tw0{1ibera1

. i
arts categories: K{yeh{y-six percent in the vocational sector

and forty-five percent iF'the humanistic studies area.
Vocational programmes offgf an extensi;e curriculum in

theatre dhﬁjects, which, in addition to practical and
technical training, include the History of Theatre, Dramaéic
Literature, Dramatic Theory and Criticism, Playwriting,
Children's Theatre, ;nd, Creative Dramatics and specific
training programmes for potential drama teachers. .Studenté
are encouraged to specialize in one area of theatre while
developing competence In several areas. Students are expected
to enter one of theatre's professions, such as educational

or community theatre, rather than commercial theatre per se.
ILiberal Arts-Humanistic programmes provide both academic and
practicai experience. Students are urged to take courses in
each theatre area, and are encouraged to demonsérate scholarly
and fesearch abilities as well as practiéal sﬂills. In most

. colleges the value of a Liberal Arts education is stressed

and students are discouraged from specialization, however, g

"three or more productions are staged annually" (DACT, p. 6).

In conclusion, the 1976 Theatre Association report

stated that,

"most of the natiaﬁ4s colleges and universities
provide iﬁstruct*én and support production
activity in theatre . . . the total number of
specific courses listed is 14,392, and the most
frequently reported courses are those in per~-
formance, including acting, voice, movement and
general technical coursess The fewest number of

L

A



QQ” ' courses offered is in the general area of /
pedagogy, which may suggest a trend in the
current job market' (DACT, p. 91).

~

The survey found that in general the field of theatre

education appeared to be healthy‘aﬂh growing, with a con-
tinuing trend toward greater specialization in curricula,

more play production activity and a continued increase in

'

enrolgent.

Despite the 6heﬁo@enal growth and seeming success of
American Theatre education, areas of controversy have
arisen and problems have been experienced in the last decade
which relate closely to the Liberal Arts Drama and Theatre

programmes at the Montreal .CEGEP. The most controversial

issues are basic and perennial, and have to do with the

-2

“philosophy and objectives of Drama and Theatre studies, the

3

degree of practical instrugtion and the type of practical
experience considered necessary to fulfill the objectives of !
the programmes. A brief survey of current American philo-
sophieé will serve t:\underline common problems and illumi-
nate the CEGEP theory and practice to be treated later in
this study. ”

The DACT summary, while stressing that the character of
the sponsoring institution usually dgtermines the kind of
obj&ctives its theatre programme will pursue, d%aims that

all the programmes in its 'Directory' provide an opportunity

for the practicalgapplication of the humanities td life and ‘
u -

learning. This claim is b@ﬁéd on the assumption that 1f ~

' W . 4
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i

dramatic literature is recognized as a humanistic study, .

then perfo}mance, which is the practical expression of drama,

Voo

ought to be a vital and integral part of such a study. 1If,
it is argued, wve appreciate more fully that which we exper-
ience, then an appreciation of the theoretical and practical
aspects of th%atre is a valid component of a Liberal Arts

A

education.

a

"

Modern American notions of a liberal education have
their roots in Rousseau's educatignal 'doctrines which
attacked "the existiﬁg static formal nature of pedagogy,
literature and the fine arts."g Wynne suggests that the
fact that Rousseau made "the acgive self the starting point
challenged intellectualism in all forms" (Wynne, p. 34),
and paved the way for John'Dewe; in ghe twentieth century. -
Dewey's student-centred theories of ‘education based fn
universal growth through active experience lent sygport to
notions of a broader curriculum for a wide range of ability
at all levels of education,

At the college level Dewey felt that the emphasi§
should bé‘piaced-dn the acquisition of a broad general/
liberal education. The subjeétsﬁtr;ditionally included in
a libgral.arts educakion, such ag Art, Music’, English, Drama,
the Classdics, Higtory and Philosophy, had well defined sub-

ject areas and methodologies, but until the late nineteenth

century, none of them had involved a practical dimension, ) (“L

3 Wynne, p. 34.

! #
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The Dewey ideal of "learning by doing" was‘succeeded :
" by the behaviourist thég}g;; of Wa%§on and Skinner. Pro-
fessor Richard Cour;ney points o;t that both schools of
thought are concerned less with the inner processes of
development than with the form the processes take.10
Behaviourisfftheories combined with the play-g;oduction .
approach to drama studigs had produced a . Drama and Theatre
education in which,sugéests?rofessor CE;;tnef, the emphasis
1s on the skills associated .with the art rather than on the

developmental needs of the student. This emphasis on theatre

arts skills 1s defended by Sawyer Falk who argues that the
. )

production-oriented philosophies have been an important factor

in the growth of American programmes, and indeed of American
theatre per se, because in many arias these programmes and
thelr facilities function as local community sheatres.

Where céllege progranmes do indeed fulfill the function
vof a community theatre then one must ask for what purpose

the college plays are performed; and who then has priority -

the audience or the students? If the answer Is 'the students'

“then "compromises are probably being made with audiences"”
’ LN N
(Humanities, p. 12), When standards of performance become
[
a concern, as they surely must if one hopes to attract an

audience _In an era when competition for agﬁ;gngfs is intense,

then inevitably training in theatre skills must become a

.

10 Richard Courtney, "In my Experience", Drama in
Education Annual Survey 2, ed.John Hodgson.and Martin
Banham, (London: Pitman 1973), pp.61-65.
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most fields until the lines between professional and liberal

47 ,

-~

priority. Academic and developmental processes must take

n «

< second place to training in tbe art form, or even beconme

totally obscured {n the flurry of 'putting on the play'.
\

Can the cultural intent and the objective of scholarly

research in a Liberal Arts education be said to be ful-
filled by a programme in which "three or more featured

productions are staged annually" (DACT, p. 6)2

In planning and teaching production-oriented programmes,
%
does the artist or the educator have priority? If the .
{r o~
artist rather than the traditionally trained educatbr has

the domidant role then is there not a dangér of too muéh
emphasis upon specialized skills which do not easily fulfill

or adapt to other needs? A report by the American Theatre

Association suggests that'ffbcializatibn has increased in

training have become so blurred that distinctions no longer

A

seem s0 obvious or important" (Humanities, p. 1l1), . . -

R
The basic issue,~ whether theatre should serve the

humanities or whether it should stand alone - is universal

,in 1its application'to higher education, and the problemé are

not unique to American programmes. ?he role of Drama and

Theatre in higher education hasﬁgeen a caus; of some concern

and much debate among British educators in recént years,.:
The movement toward qurricula,theatre began much later

in Britain than in the United States. Until World War II,

and even later, the theatre and its professional artists were

”~
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considered not quite respectable and were regarded with
a certain amount of suspicion by the upper and middle

classes, Harley Gramville-Barker, producer, actor, drama-
/ ’ ) . v
tist and critic, speaking' on 'The Use of Drama', at

Princeton University in 1944, stated that: &

jh
‘ - -
[A]1though the Arts inm general have during
\ the past fifty years become more and more
a public concern . . , we have hardly yet
freed ourselves in England from our crooked
Puritan attitude toward the .drama . . . We [
have ostracized the drama and the theatre
which harboyrs it as the antechamber to
Hell. That' lent it specious attractiveness

and the unvholesome flavour of forbidden ,
fruit,ll

!
[

P f
Granville-Barker maintained that Drama had a potentially
important role in contemporary education as,a means of
A )
cultivating the "satisfying art of self-expression" =
L 4

(Granville-Barker, p. 19). He saw two sorts of student of

the drama, the 'devotional' and the 'detaéhed'. The devo-
tional student was the would-be professionay&theatre person,
who would, he felt, be found Jnly in the professional theatre
schools. The detached‘;tudents, marked by their scﬁ’marly
objectivity, would be found at the upiveésitieé, and would
become the iigal;?ﬁdience. Granville-Barker stressed the ’

academic and developmental nature of drama studies for the

detached students, and was concerned that the practical

v

11 Harley Granville-Barker, The Use of Drama, (Londoﬂ:
Sidgwick & Jackson, 1946), p. 20, All further references ¢
to this work appear in the text.

~
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experiencé involved should not develop into an obsessive

concern with petformance. "We have only to.tage great’
, i

care that, in adolescence at léast, the student should not

.
* ¢

bé lured too far away from all solider studies by this

siren among the arts" (Granville-Barker, p. 19).

The Oxford Drama Compission,gﬁnvestigating the place
L
of Drama in highér education in 1945 based their findings

on Granville-Barker's argument, contending that: .

\ A student who is required to‘act a part in
a play immediately becomes interested in the
‘method of presenting his part and ceases to
~ let his mingd turn on the significance of the
v play as a whole . . . and anything 4n the
. " nature of acting before an audienc% would .
. d%stroy the purpose ofztheir_study.lz
‘ . . . 13
Despite the popularity of tHese and similar theories,

Br;stol Undvers%;y iﬁaugu§ated its Drama Department in 1947,
with no'BrigishkPrecedeﬁt to serve as a model. Professor -
Glygne Wickham, of the Engiﬁsh Defartment’at the Univers-
ity,awho Qgs opposed to the popular views of Drama in higher
education, was largely responsible fér the Rrogramme. He
felt that it was better to avoid a direct copy of similaf

Is

progfhmﬁes which were already established in America and,

o -
0

g R - o~ [
12 Report of the O0xford Drama Commission. (0xford: P
University Press, 1945), p. 5.

13 Falk, p. 13. .
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"to evolve an o{ganism appropr%ate to a particular
‘ 14
environment." - )

<

A compromlse with traditional Liberal'Ar{b programmes

! . o

‘was achieved so that. Drama and Theatre became a hybrid stddy

©

: ( .
, which included mgre traditional areas, such as Art, So- -

I‘u )

cial History, as.we}l as the practical dimensions of training
in theatre arts.
The aims of the’' programme were to study drama as a

living projection of a2 text and to tackle the problems

3

created by the raplid development in popular dramatic enter-

»

tainment. Drama was taughfjﬁ1the Faculty of Arts as one
i .

2

subject in thxee- for the generalndegreé of the Bachelorv
of ‘Arts. Students were required to study Drama not only as

[

literatu¥re but also in terms of art, dfbﬂifgcture and ﬁocial
\ condi;i;ns*ﬁf the theatre.- In 1961, Bristol inaué%ra;ed the
) first’Chaif of .Drama in the country., Today in Brigaih some
%e;;n major universities - Birminéham, Bristol, Gla:gow, i"

Hull, ﬂondon, Exeter a&ﬁ Manchester - offer degree programmes

o °

L !
in Drama and -Theatre. 1In,other juniversities drama 1is

g%ining a place in’the unﬂérgraduate curriculum, and there
i B }‘\}
is- a diversity of approach and a range of 1fterests that
=z, h 3 .
, . - ;
extenids from the purely academic study of dramatic literature

o

%

i

°

7 = Ay
14— BN - —

o Glynne Wickham, "Conclusion: Retrospect ‘and

Prospect", in The University and The Theatre, ed. John "

'Qarretﬁ\\fLondon:’Allen and Unwin, 1952), p. 106.

1
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" 15
to the. sponsorship of professional theatre.

A different sort of Drama and Theatre programme developed

v ® »
< in th 1950'; in the Col;edks of Education because of a

growing ‘demand for teachefs trained 1; the areas of Develop-
mental DQama andlprofessionhl Theatre for Children. This
movement, Pioneered by Peter Slddey Brian Way ;nd Dorothy
Heathcoye, bprzad‘raéidly to Canada ang the Uni;ed States
where it was received with.enthusiasm anﬁ had a profound
effect upon the imception and development of the Drama in
Education movement in both countries., Today, many British
Colleges of Educatfon in the%x four-year degree programmes

offer drama degrees. The structure of such programmes usually
. .

includes the history of drama and theatre, critical studies,

-

¥
practical studies, praétical work in the theatre arts and
practica{(expefience in Children's Théatre.l6
Both British and American philosophies, which claim
drama as one of the humanities, have becomé less and less

oriente? toward thé humanist philosophies of the Renaissance

and are more and more concerned with learning for its own

sake, or preparation for a career. The Humanists had a

¢

i

i)
|
e . 4

15 John Russell Brown, "Drama and Theatre Arts in
British Universities: Fellows, Theatres, Schemes. and
Gestures'", in Drama in Education 1, Annual Survey, ed.
John Hodgdon and Martin Banham (London: Pitman 1972),

p. 50. P - , :
16 In addition to the universities and colleges of °
education, higher,educatioﬁ in Britain.currently consists
of: Institutes of Further Education, technical and regional
colleges and polytechnics, but none of these institutions
offers liberal arts programmes in Drama &nd Theatre.

b
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sense of social commitment to and an awaréness of the
17 ‘
individual as part of society. They viewed a liberal

education as a general preparation for living in that socilety

' ] A
and recognized the need for an experiential dimension in

that education. Following the rationalist theories of
Destgftes later British philosophies held that "What mainly .
matters iIs the subject studied, studied as a thing of in-

trinsic and absolute interast .in divorce from the saeculum

\ -_—

and in disregard of its value as a technical training or a
18 b

job winner . American philosophies of Drama.and

A
!

Theatre, on the other hand, "are no linger concerned with
-

+ personal development so much as with the cultivation of
professional skills, even when the trainfng is found in a

liberal arts college" (Humanities, p. 12). 1In consequence,

American programmeé have become increasingly productilon-

|
H

|

oriented. ) |
The dangér of [production-oriented programmes is, as
°* Gran¥ille Barker sdggested some thirty years ago, that the

quality of the public performance becomes the measure of

the /success of the programme. Inevitably,  pedagogy and -

17 For further treatment of this topic see, John Ripley
"Dramg and the Language Arts: The Experience of Literature and
the Literature of Experience," The Eng;;sh'guarterly 12,

No. 3,‘Fall (1979),~ ,
|
\ 18 pr. 5. D. RE ley, "University Theatre in Canada',
McG1ill Daily, December 12, 1969, Sec . Supplement, The
Review, p. 2.; hereafter cited as University Theatre. All
further references—-to this work appear in the texjt. .

Aot A
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;E§tua1 étudy are aubordin;ted to the exigencies of pro-
duction; the directors and the 'stars' become all-important,
while the less taleffted stuéents do not have an equal
opportunity to participa{e, and the developmental process is
lost as the production becomes an end in itself. .Similarly,
developmental programmes which ignor; the importance of
textual analysis,‘pedagogical interpretation and literary
criticism lay themselves open to the ch;rge that .a total
emphasis onlthe development of the qualities of pe;ception
and self-expression "which are indeed of the mind, but
» which pltimately'war against intellect",19 do not promote
schoiarship and learning, and therefore.such programmes
sho;ld not be included in the curricula .of institutions of
higher education. | :

Sich extremes of practice are responsible in part for
the suspicion with whigh ﬁrama and Theatre programmes are
regarded. Théy reflect the confusion which exists with re-
gard to the nature and value of Liberal Arts Drama and
Theatre studies from ﬁigh school to univeréity. There is,
perhaps, less confusion ap,the high school level where most
educationists and adminisg;atbrs can ‘understand and support
the vaiues and aims“of Develogmental Drama which, along with
a rudimentary introduction to theétre#history and production

R .

o

, 19 pr. Claude Bissell,' "The University and the Arts",
" Text of a speech delivered at a conference on "The Arts

and the University", Queen's University, Kingston, Ontario,
June 1967. All further references to this work appear in
the text. :
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' "skills, may contribute to th1 psychologic«aﬁll and cultural

growth of the individual.” It\is in the realm of higher

education that the values and aims of Drama and Theatre

@

) - N N
T~ studies become hopelessly,cdénfused and misunderstood by
administrators,.instructors and students alike who too often

equate, Liberad Arts programmes with professional theatre
5 .
training. , )
red

The pogition of the creativé and performing arts in
higher education in Canada, particularly at the university
level, has aﬁways been, and to a great extent remains,
controversiai and insecure, Much of the concern arises
from the fact that no one has yet defined a satisfactory,

£

.unlversally accepted theory of Drama and Theatre studies as
¢

for other branches of learning. g
 Drama as literature has a clgarly fefined structure,
This, and the féct that dramatic¢ literature has a theatrical

form has long been-accepted, but Ythere has been a lack of
focu; within d;amétic studies at the level of both the

school anh the university"20 because there is no clear cut
structure of intent or methodology. Théories.as to the role
of theatre in higheé education range from those which suggzst
the theatrical dimensioy gshould be subservkentvto the text,

through those which hold that theatre is itself a hybrid form

which should be studied "through a variety of constructs as

/

20 Richard Courtney, "The Discipline of Drama, Queen's
Quartierly, 84, No. 2. (Summer 1977), p. 231; hereafter
cited as Courtney, Q.Q. All further references to this
work appear®in the text.
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history or design or social criticism" (Courtney, Q.Q.,

P. 242), to theories which attempt -to rationalize theatre

; »

studies asg ‘the mirror of the age' or because it is 'the
» , : i

meeting plfge of the arts'.

)
[t

The coghitive and/or affective values of theatre as an

~

educational tool art controversial and difficult to prove.

Professor Courtney disputés the frequently repeated claim
that drama (or any of the Arts) provides merely intuitive
knowiedge, and argues that thhe significance of drama within

the educational context is that, "it provides a whole,

r

A

human unified way of learning" (Courtney, Q.Q., p. 242). He

L

suggests that with "an explanatory corpus, a philosophy and

i

.a mythology'", Drama is a discipline in its ownlright
(Courtney, Q.Q., P. 243).

Canadian universities have been slow to accept Drama

-

and Theatre as a subject in its own right within the Arts

dis‘ciplines. Dr. Bissell suggests that universities'

doubts about the Fine and Performing Arts arise from a notion
of their role as servants of the state. Traditionally, he

argues, universities "have-been concerned with providing a
'S :

preparation for those professions that gociety thinks

essential for its material well-being, and, indeed, for its

survival, These are also the professions.that society
%

rewards most conspicuously” (Bissell, p. 14). With a few

individual exceptions, this doés not include the artistic

pr?fessions. University budgets for the Arts are usually &ﬁk

L
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much lower than for the sciences, and, except‘for the

primarily arts-oriented universities, arts professors

.rarely hold administrative positions through which they Vs

‘

can influence high—ievel policies.
Moreover; Dr. Bissell suggests, traditionalists argue

that the "gnenthusiastic aﬁbiyalence" of the universities

toward the Anpg has not arisen from hostility but fro? a

concern that the introduction of training programmes in the

‘Fine and Performing Arts would weaken the role of the uni-

>

versity as an institution concerned primarily with scholar-

-

\
ship, which is based on critical analysis, and the develop-

ment of systematic, orderly processes of<£hought. Jacques
J

Barzun argues that the university has been "the’ most spacious

of all rooms in the house of the iqtelléét," (Bissell, p.2.),

and emphasilzes g%e place of the written word in the pre-
servation of that house,

The Fine and Performiﬁg Arts which place a premium on
the qualities of perception are concd&ned with a constant
search for experiencesﬁhich are highly p;rsonalized'and
in&ividual. Barzun suggests that inevitably there is con-
flict between those who communicéte with wérdg, and those

/ :
who use sound, movement, colour and form as their method of

communication and expression: :

For many people art, \displacing religion, has
become the justification for life, whether as
the seving grace of an ugly civilization or as
the pattern of the only noble career. 1In

foatawan



sustaining this role, art‘has put a premium

on qualities’of perception which are indeed
; of the mind, but which war against Intellect
(Bissell, p. 2).
Yo

The philosophies which placed reason at the centre of
education,’!“ﬁexcessivé emphasis on cause and effect and

the insistence on the objectivity of knowledge, have re-

sulted in a concern with measurement and evaluation. Pre-

.ordinate evaluation, which relies upon achievement tests,

performance tests and observation checklists to provide

evidence‘that pre-specified goals were or were not achieved,
, s .

"is not ufually sensitive to ongoing changes inyprogram
purpose, to unique ways in which students benefit from
performing -in art 'media or from encouhtering artistic
gxpres;ion, or to dissimiiar viewpoints/that people hhvel

21
about what is good or bad".

%

Unfortunately, in an era of declining enrolment and

rising inflation, 'rationales' must be found if projects

) /

o

and programmes are to be funded. This applies most parti-
cularly/to the Fine and Performing Arts, in higher education
wPich because of their practical. dimensions, are frequently

in conflict with the more traditional subjects, and must

"defend their share of funds allocated for Arts programmes.

Despite academic conservatism and a continuing want of

a

21‘Rﬂobert Stake, ed., Evaluating the Arts in Education
(Columbus, Ohio: Charles E. Merrill, 1975), p. 27.
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R financial support, teaching of practical courses in Music,

the Fine Arts and Theatre Arts has made slow but steady
progress in Canadian universities. 1In 1967 Dr, John Ripley
o

reported that credit theatre classes vere first offered by

. §ir George Williams University, Montreai, in 1932, and that

the University of Saskatchewan could boast "the first auto-
nomous Drama Department in the Commonwealth (1948)"

(University Theatre, p. 3), with the Universities of Alberta

and British Columbia ranking next in national seniority in
this field. These three universities offered Canada's only
Drama degree programmés from 1948-1960, Between 1960 and

1967, however, credit instruction in theatre spread

rapidly: A ’ *

In the past seven years Honours or Major.degree
programmes have been established at Victoria,
Calgary, Queens (English and Drama), Moncton
: (in French), Sir George Williams, and Guelph,
McGill; Dalhousie, Ottawa and Windsor followed
in the academic year 1967-68. A number of
. other universities,already offer fair numbérs
of credit classes during either the summer or
winter sessions, or both; some provide classes
. for a Drama minor; and many have plauns to
establish departments and degrees within the
next few years. (Universfly Theatre, p. 3).

The survey of Canadian Unive;sity Drama programmes
conducted by Dr. Ripley 4in 1967 revealed‘fha(&ﬁndfrgradu;te
degrees offered three types of training: a Liberal Arts-
oriented B.A. in Drama an; Theatre: & B.F.A. in Theatre

which stressed vocational training, and a B.Ed. in Drama,,

which aimed to prepare drama teachers for the schools.

i
[ —

\) . ,
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These approaches, Dr. Ripfey suggested, reflected the
struggle.between the educational phiiosophies of the
countries which most strongly influence Canada's culture =
Great Britain and the United States.

With the exception of tﬁe B.A. studies o% Windsor P
University, the aims of the Liberal Arts programmes, the /

most common of the three, did not differ significantly, Dr.

Ripiey found. Practical work was a feature of all but was

"directed toward an'appreciation of the theatre experience,
¥ .
rather than the reproduction of it as a vocation" (University

Theatre, p. 3). However, most curricula were structured to

-

<

permit students to continue their studies at the graduate

level or to enter professional academies.

&4

. €
The B.A. offered at Winqpor and the B.F.A. programmes

at the Univeriities of Victoria and Alberta were strongly
oriénted tOWafd_vocationa% training, although Victoria Uni-
ve;sfty,ﬁlso stressed preparation for graduate work. Until
1967, Graduate programmes were only offereg by the Univer-
sities Efﬁ?ritish Columbia, Saskatchewan and Toronto. The
Universi;y of Toronto was, imn 1967, the only university to
prévide opportunity for the M.A., the M.Phil, and the Ph.D.
in Drama.

A 1969 Ontario Government‘study iﬂdicated that ouﬁ of

thirty universities surveyed nineteen reported considerable

dramatic activity ranging from extra-curricular drama c¢lubs

1]
~ /
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‘ 22
-to -programmes leading to professional degrees.

By 1971, a Canadian Theatre Centre survey of theatre
education noted a marked increase in theaére instruction
and a wide variety‘of'subject patter and met£idé‘of teaching
Drama and Theatre Arts. Programmes ranged from a "hgavy
emphasis on technical study and play production to’a largely
theoretical étudy of dramatic 1iterature."23 A majority of
brogrammes s£re5§éd the general educgtién‘of studenisfin
theatre, and the preparation of Creative Drama teachers for
the elementary aﬁd secondary schools, The universities, it.
was felt, were taking insg;ration from both the American
univergsity-college curric;la, and the British ptofesé#onal
schools.zﬁ‘ .

Community collegés were established in most proviﬁces

across Canada in the late 'fifties and early 'sixties, in

-
%

response to the need for alternative institutions of higher
education, Duringnthe decade of the '§ixties, colleges,
and uggve;sities, were subject to continued enrolment |
pressures and rapid e;pansion, and the range of programmes

offered increased also., In early 1968, the Canadian Com-—, .

mission for the Community Colleges wds established to

1

/

22 Ontario Theatre Study Report, ﬁ. 158.

s

D 23 Canadian Theatre Centre, Scéhe-Stage Canada,
Supplement, Vol, 6, No. 5A (Toronto: 1971) p. 8. /
’ )
( «Q
24 scéne-Stage Canada, p. 37. D '
v toL .
- »
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strengthen and develep junior and community college pro- N
25 ) :
grammes throughout Canada, A growing public interest in

the Arts led to the aH&i{ion,of a wide variety of Fine and

Perférmipg Artes programmes to the argely technical and : s

\

vocational curricula of the colleges. Alberta, Quebec and
. ) 26
Ontario led the way in Drama and Theatre programmes.

In British Columbia, five out of some eighteen colleges
offer Qbmé courses in Drama and Theatre Arts, 'although there
'is no' authorized Department of Education policy for Liﬁeral
Arts Drama programmes.27 Alberté offers a wide range of pro-
grammes and c;urses at ten colleges, and ig the only province
which reported plans for the expansion of its/éjts programmes

) 28
at all levels of education. . Ontario did not report any

2

] 25 Burns, p. 93.

26 gprario Theatre Study Repert, p. 155,

,* 27‘The above information for 1978-79 was obtainad in
responise to a questionnaire sent to every provincial Ministry

of Education, and from information obtained from Statistics
Canada, concerning Drama and Theatre programmes at the cqllege’
level. Replies were received from eight provinces,

28 The primary role of colleges is similar to that of the
‘CEGEP, to provide: pre-university professional education; .
training for semi-professional and amateur artists of various
kinds. L. W. Downey Research Ass. Ltd., Advanced Educatien
in the Fine and Performing Arts in Alberta, A Report to the
Department of Advanced Education, Government of Alberta.
(Edmonton: Downey Research Ass, Ltd., 1975), p. 42,

4
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Liberal ArtJ’Drama programmes at the college levelj . three

oEEpr provinces - New Brunswick, Nova Scotia and Prince’
Edward Island - reported that they have nd Drama programmes
at all in their colleges:' Quebec,,wfth ;ome forty-five pub-
lic collé&ges (CEGEP), offefs Liberal Arts Dram§ and Theatre
programmes in sixteen’of them.

In"Quebec in the mid~-sixties, the Riogx Cgmmission con-

sidered not only Canadian practices and trends, but .travelle®™

A

widely in order to study those of other countries including,
¢
$the United States, ﬁritain, France, Western Europe and Russia.
2,
They consulted experts in each field‘agd,considered the '

philosophies behind programmes in orﬁerlto deslgn the i?eal

system for their own environment. Notwithstanding close

1

cultural ties with France, they took their primary inspiration

for Drama and Theatre programmes from American colleges.

The promotion of golitical—cul}ura% avareness among

5

Quebec Francophones through native Drama and Theatre .was of

~

paramount concern., It was hoped tHat, as in America, Drama

B

1

and Theatre programmes and their attendant college facilities
N

wvould act as a focus for local theatre activity in rural and

suburban areas as well as offering the opportunity for the
P
practical application of the humanities to life and learning,

3

a goal of the liberal arts Drama and Theatre studies in’

29 Drama and Theatre programmes in Colleges of Applied
"krts and Technologies are career-oriented, and will be
examined later in- this -study.
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"in detail in the next chidpter. -
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. ) - ; \
* American colleges. It vas expeé&ed by their ) \founders that o

college Drama and Theatre programmes would alsg form a part
/of pre—university irainihg for.-potential drama taachers,

T ———— 30
generﬂlly appear to be the case.

a

oriented toward full-scale éroductions, the content and
structure of the CEGEP Liberal Arts DramaQand Theatre pr
grammes are based on'Americanlmodels. .Whilé the student ig’
reqqiréd to "demonstraté some scholarly research skills™

(DACT, p. 6), a gaod deéal of practical wgrk is‘EﬁbeEted and

discussions witﬁ the instructors at the local CEGE?P indicate

°

that most of the progrémmes favour practical(rgfﬁer than

academic work’

°

The philosophy and programme for the Liberal Arts Drama
and Theatre studles as outlined\in the Ministry of Education
L
guide, the Cahier, and the Liberal Arts programmes as prac~-

tised by the individual English-language CEGEP are-studied

30 one student iny, from the professional theatre
programme at Dawson College, iw believed to have entered
the teaching profession but no®firm statistics are avail- -
able. ° N
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. Liberal Arts Drama and Theatre programmes in the five
' -

English—l'hguage CEGEP in Montreal theoretically share a

common background, philosophy and curriculum predetermined
&

by Ministry of Education planners.. In practice, however,

the programmes owe more to individual interest and initiative
=3 ' M

« than to government policies. 'Theatre 560', the Ministry of

Education designation for pre-university Drama and Theatre

Liberal Arts programmes, made its first appearance in the

. s
1967 curriculum guide for Francophone CEGEP, and the programme
*,J

,of studies seems to have been created by teachers of French

/.
literature who had some backpround in Drama and Theatrg,
" either at the-Universities of Montreal -and Laval, or the
1

colléges classiques. Initially, the programmes consisted.of

four courses which treated the history of dramatic literature

from ancient to modern times.

\

‘ @ The outline for Theatre 560 appears in the annual Ministry

of Education publication, the Cahiers de l'enseignement
2

collégial. Each course is identified by:a code number con-

sisting of eight numerals, the first three of which identify
" the gection or discipline, the middle three the content of
X ,

the course, and the last two numerals the year in which the

|

o

LA .
1 persofal interview with M. Clement Pare, Montreal,
May 10, 1978, :

2 Ministry of Education, Cahiers de l'enseignement
collégial, 2 vols. (Quebec: 19B0) The section on Arts
and Letters i1s contained [in Volume II, hereafter cited
as Cahier. All further references to this work appear
"in the text.

"
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course was established. The thrée numerals following the
course title indicate the number of hours to be spent weekly
in cléss instruction, laboratory work and preparation.

The 1978-79—€atrier destribed Theatre 560 thus:

-
.

560-101~67 Esthétique Thé&trale I 3-0-6
560-301-67 Esthétique Thédtrale II  340-6
560-202-67 La Réforme Moderne du
Théftre. 3-0-6
. ‘ 560-402-67 Les Grandes Intgrprétes' 3-0-6
560-103-70 Théftre I \ 2-4-2
560~203-70 Théftre 11 2-4-2
560-303-70 Thé&tre I1T 2-4=2
560-403-70 T?é&tre IV 2-4-2

' The outline indicates that of the eight courses which

made up this concentration, four wvere established in 1967 and

A

the remainder-in 1970, Four of the courses required noy

laboratory work or its equivalent, and were made up of three

Y
hours of class time and six hours of studgnt preparation,

The four courses requiri&gdlaboratory work were planned to
include, on a weekly basis, two hours instruction, four hours
laﬂorato;y time and two hougs of student preparation. These
courses héd not changed by 1979 and there were no immédiate‘

'

plans for the revision of’Ehis‘progrémmé, although)one important

\ \

change (see below)‘was planned fotr the 1980-81 academic year. -
B - o
The original programme, which consiste& of ‘the Es;hétiqgeo
Théﬁtrale, I and II, La Reforme Mo&erne du Théftre and;Leé'
Grande(InterprEtes, was initially based b; Liberal Arts studies

in dramatic literature as found in the colléges élassiques,

and involved no practical work. Esthétique Thédtrale I and II

»
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.study of the role played by celebrateg actors and actresses

' | . N‘~ ' \i ' . 67,

were comprised of a study of the psychological, social and
/
technical aspects of the texts in the dramatic evolutign of

the following writers:

o

Part I; Aeschylus, Sophocles, Arnoul, Gréban,
Goldoni, Corneille, Racine, Moliére,
Marivaux, Beaumarchails and Shakespeare,3

Part II; Hugo, Musset, Strindberg, Anouilh,
Claudel, -Brecht, Ionesco, Beckett,
Camus, Gélinas and Dubé,

L

La R€forme Moderne du Théftre and Les Grandes Ingterpretes

comprised a theoreticel approach to modern theatre through

g

research into the work of such directors as Copeau, Jouvet,

Dullin, Baty, PitoBff and Villar. The courses included a

such as Diderot, Coqueline, Bernhardt, Craig, Stanislavski,

14

Jouvet, Villar and Barrault in the evolution of modern drama.

*

In 1970, a practical dimension was added with the in-~

clusion of the theatre history courses, Theatre I-IV, which

'offéred“both theory "and practice. The Ceshier outlines these

-
courses as follows:

v #

Theatre I. Greek and Latin period; Diderot, -’
' Craig and Antoine. . '
) Laboratory: Speech and Inter-
7 "pretation, and Scenery Through

. o

T the Ages.
7
%\

3 This slection of the céurse was dropped from the
1980-81 Ca r in an attempt to equalize the total workload
and creditd in Theatre 560 with other Arts programmes, In
all other respects the course outlines are unchanged from
previous years,

TL
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Theatre II. Middle Ages through Renaissance;
Stanislavski.

Laboratory: Movement and Interp-

retation,
Sets and costumes; design and
construction.

Theatre III. Classicism in France; Villar,
. 'Barrault and Grotowski.
Laboratory: Improvisation and
,Interpretazﬁon; Production and
. Stage Mana epent.

-

The Cahier stresses that the courses numbered 103-403

should constitute a preparatory programme for university

studies in literature, cinema and theatre. The student is

,inpénded to acquirgﬂa comprehensive understanding of drama

i

«

and theatre through intellectual analysis and practical

experience.

en un laps de temps relativement court,.une perception a la
B AL

bt 3

fois globale et pratiqﬁe de l'experience theatrale

. (Cahier,

p. 2-561). The Cahier emphasizes the importance .of

practical experiences in these programmes even though

»

D'un part, on ne saurait enyisager
d'offrir aux etudiants la partie pratique de
chacun de ces cours sans disposer de 1'équip-
ment qu'on fetrouve habituelfement dans une

€cole professionnelle, car ces laboratoires
initient aux techniques d' interpretation et
de production, et d'autre ‘part, -on ne saurait
séparer la partie thé€orique de ces cours de la
partie laboratoire sans risquer de ne donner
qu 'une vue partielle de la réalitie et
d'ignorer l'objectif principal. (Cahier,’

p. 2-561)

4

A note of caution, reminiscent of Granville-Barker, is

sounded in the reminger that "1l est essentiel, pour

.. N

"En tonséquence ils doivent donner a 1'€tudiant,

'Y



[P

. exposées dansla partié théorique du cours ..," (Cahier,

&

Q;

atteindre 1l'objectif de chacun des cours, que la partie
laboraéoire ne constitue pas une ;in en sol, mais plutdt
une illustration pratique des théories et des techniques
p. 2-561)

These outlines aré of course désigned primarily for
Francophone students, and Erdglish-language CEGEP instructors
are exéected té"adapt the suggested progrémmes to meet the
needs of their particular ;lfentele. Qriginally,dthe eight
courses were ingended to provide a broad ggner;l survey‘of

the whole corpus of Drama. Considering the body of work to

be covered the study could nét‘be more than superficial.

-
’

However, the decision in 19ﬁ0,'by government planning depart-
ménts, to equalizé Theatrej566 with other Arté‘programmes'by
gimp{y &ropp%ng Esthé;ique/ThéStrale 1 (seegp. 67) does
nothing to imprpve,thelsuperficial appréach. The government';
decision has, in fact, created additional areas of concern
since 1t would agﬁear tﬂat eithe; a whole body of Drama from
Xeschylus to Shake?pegre will either be completely ignored,
or that -a survey of .thelentire corpus of\Dramanwill become ’
even mo;e superficial, . L

As out}ined, the courses are sharply di;ided into a
theoretical gtudy of dramatic literature and a practical
*study of theatre higtory,'both of which are chrogolﬁgical and
traditional in appfoach. There seems to be little rélationship

/ “‘.

1

-’
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between theoretical and practical work despite the pro-
1
fessed intention stated by the authors of the Cahier. There

is little 1indication of how the courses relate to one another,

/

or how much and what kind of practical work iﬁ'expected. As
set out in the 1980-81 Cahier it would appear that the

courses arE intended to be given in the following sequence:

Semester ‘I Théatre I X
La Réforme du Moderne Thédtre

Semester II Théftre 11 .
A Esthé€tique Thédtrale (old Part IT)

Semester III Théftre 1III

Les Grandes Interprétes’

Semgsfer, IV Théftre 1v

\ .

The decision to drop a course without rethinking the
programme as a whole repeats earlier government planning
methods. In 1970, when the Cahier took account of new

trends in Drama and Theatre teachingf the core of the pro-

.gramme seems not to have been rethought, The practical

. v
theatre courses were simply added to. the existing programme;

and the general vagueness of the outline of studies left the

programme wide open to individual interpretation.
) In April 1975, after several ytars of ad hoc experi-
“\
mentation with tie Theatre 560 programmes, M. Clément Paré

instituted a province-wide committee to assess progress,

-

coordinate tht“}ng} of the individual CEGEP and plan future
/ .

-
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? irections. This Programme Committee found that few

colleges followed the outline in the Cahier. Only the most

-

general objectives were attempted in the practical work.

And there was no communication between participating col-
5
- leges. In June 1975, the full Programme Committee met and,

' set out 1its objectives for 1975-76; namely that the courses

¢ and programmes currently,designatea 560 and 561 (the pro-

& fessional pfogramme) should be comple%ely revised,* and
that a~proviﬁcial system of informatioﬁ concerning theatre ) f
actigity and progfammes should be initiated immediately

-~

(P. C. Report, p. 4).

t

The Programme Committee ;ecbnvened in the Fall of 1975,

but made little headway with the proposed course revisiong. b
‘ 1 hd

- . In May 1976, it -reported to M. Paré that its immediate:rob-
- v

jectivesﬁhad been altered. Priority would’be given to the

» ’
study and revision of professional’gheagxé programmes, and

) all other matters would be tabled until this was completed

~

- ' ,(P._C. Report, p. 4). In April 1978, M. Claude Gris€ stated

that the Committee ha;\no plans for the-study and revision . -

: o
’ of Theatré 560, and that\it vas working on the implementation \
o B \
4 The findings of the Comité de Coordination Provincial

de 1'Enseignement du Théfitre will be treated later in tﬁis
- study., ﬁyeafter referred to as th% Programme Committee.

\ .

5 M, Claude Grise, Provincial Coordinator of the
Professional Theatre Programnfes, 'Rapport des Activités du
Comité de Coordination Provincial de L'Enseignement du \
Thédtre", August 1976, CEGEP Bourgchemin, St. Hyacinthe,
Quebec. Hereafter cited as the P, C. Report, All further
references to this ‘work appear in the text, .

b
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, 6
of the revised professional programmes, -
Between 1967 and 1980, with only the vaguest~of guid-

"ance from the Ministry of Education, and little contact with
each other: -or their Francophone counterpérts, Anglophone
CEGEP Theatre programmes in the Liberal Arts sector developed
in a highly idiosyncrétic fashion. Each programme bears the
imprint of the ini:;i qal instructor's personality, ideas and'®
interests, ‘and course content reflects less Ministry directive;
than instructors' biasés.

i The Dawson pre-university courses in Drama and Theatre ,*
wefe begun in i969, with Professor Bertrand Henry agd Mr,
Victor Knigﬁt as foundinglco—chairmen.z For the first two )
years the Department, with a faculty of four, was housed
somewhat precariously since renovation of the building de-
signed to gccommodate it was not completed when the College

~ * .

opened*af,gbe original campus on Selby Street. Locations

were changed frequently and classes were conducted .to the g
b M N

~

t
- Y

6 pPersonal interview with M. Claude Grisé, CEGEP
Bourgchemin, April 28, 1978, Personal interviews in
November 1980 with the CEGEP Drama and Theatre imstructots
revealed that there are .still no plans for the study and
revision of Theatre 560. The only change in 13 years 1is &
that one cdurse was cut in the 1980-81 academic year
(see p. 67). s

7 Professor Hénry graduated from Boston University i
with an M,F.A, and a B.Ed, before moving to Montreal where
he is involved in acting and directing for local theatre, :
radio and television. Mr. Knight received his training in
London, England, at the Central School of Speech’ and Drama,
and he is well-known in professional theatre in Montreal, 2

~



’ . X -

73

sound of workmen's toofs. In 1971, the Depart;ent settled
at the recently acquired campus on Viger Street, where the.
0ld auditorium was remodelled into a theat;e with dressing
rooms, a workshop and offices for thé staff. Unfortunétély,
these premises could not be used for public perforéances
becguse of fire regulations, and in the school year i972;73,
ﬁ!e Dome Theatre was a;3uired by the College to“house the
Drama Departmenél

Vanier College, the second oldest Anglophone CEGEP,
hagtoffered Creativé Arts courses I1n Drama and Theatre for
two-year pre-university students since its openiné in 1970.
The 'Theaéfe Dequt;ent', as Thegtre 560 is called, oécupies
the original space allotted ;o‘it in 1570; and few chagges
have been made to the existipg facilities (described later
in this.chapter). Until 1977; the faculty congisted of
four instructors but, in spite oé a consistent increase in
enrolment, for economic reasons the Administratjion reduced

s

the faculty to.two members for the 1977-78  academic- year.

S8ince then Ms. Lib Spry has been employed on a full-time

8

basis, while Mr. Sitahal works half-time, This college

$

8 Ms. Spry obtained a B.A. in Theatre from the Uni-
versity of Saskatchewan, Saskatoon, and received her
professional training at Studio '68, London, England,
and the N.F.B. Actors' Workshop, Montreal, Ms. Spry is
currently involved in teaching and playwriting. Mr. '
Sitahal graduated with a B.A.(Hons.) English, from the
University of Bristol and obtained a Diploma in Theatre
Artg from the University of Manchester before moving to
Montreal where he now teaches, writes, acts and directs
for local and nat@bnal stage and television, r
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- has é:perienced some unsettling periods since its converéion\

4

to a.CEGEP, _and collisiens between administration and faculty
have evoked disruptions and a rather low morale amongst the
g ‘

[
staff, "

'

.The Theatre Department hopes that a niw Coordinator for
the Arté programmes in the 1978-80 academic year will solve
some of the @?oblems. In 1981, the College plans to hire
two more part-time teachers for the Drama and Theatre pro-
gramme, one of whom will be a,Teéhnical teacher; dnd the
De}artment Has been proﬁised new floors and improve?ents to
the ventilating system/in the Theatre space.lo

" At John Abbott College the pre-university programme in
Drama and Theatre started in 1971, when the Coliege firsg
opened. Mr) Stan Mallough, the Founding Chairman of the
Department, offered the first courses in Drama and Theatre

to some thirty students, on the main campus, using regular

classrooms and the auditorium stage}1 The following year

9/Staff and students attributed their problems to
negative administrative attitudes which have resulted in

a lack of support for the programme and continual cut- \

backs in the budget. The atmosphere was one of militancy,
suspicion anq distrust.

®
w

10 Telephone interview with Ms. .Spry, Montreal
November '7W 1980. ] :
11 Mr4 Stan Mallough graduated from the University
of Saskatchewan with a B.A. in English and Drama. Follow-

ing two years at the Royal Academy of Dramatic Art’ An
England, he worked as a professional actor in Londbﬁ
Since his return to Canada he has worked as a teacher,
actor and director in local theatre and with the National
Film Board.

4

——
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Theatre programme in 1973. Mr. Bryan Doubt was hired by

75

the faculty was increased by two instructors for some fifty-~

seven students. The Kirkland Campus, acquired the following

year, became the headquarters for the Department and the

Professional Theatre programme, The Liberal Arts courses,
I

however, continued to use the main campus facilities.
» ! .

Enrolment in the Liberal Arts programme dropped considerably

when the Professional‘programmé begang but recovered in
succeeding years. (See Table 1, p. 76)

The late Margery Langshur; Academic Dean at Champlain
College was responsible for the inception of the Dr§ma and
Dean Lan;shur in 1973 for the English Department as a fuli-
time instructor to te;ch half:time in English and half-time
in a new Theatre pro;;qmme‘which he was to inauggraté.%z
From its inception the Drama ﬁnd Theatre programme has had
the use of fairly good theatre fa;ilities centrally located

in the main building of the campus. Fifteen students were

. \
given an introductory theatre course during one three-~hour

; H

/ ‘ . ° L
block a wéek for one semester. Owing to enthusiastic !

4
J continued p. 77

12 -

"~ %»--"Mr."Bryan Doubt obtained his B.A. Honours English
degree at Loyola College, Montreal and his M.A. Drama degree
at Carleton University, Ottowa. Mr. Doubt's post-graduate
vork hae taken him to Brazil and' England, where he studied
at the Laban Centre for Music and Dance in London, 1979-80.
In addition to_ his teaching, Mr. Doubt is ‘active locally as
an actor, dancer and director in television, films and the

‘theatre.

*
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TABLE 1

LIBERAL ARTS THEATRE PROGRAMME ENROLMENT

1

£ o — < (
i N
- - . (] Pl
Academic Year| '70 | '71 | '72 [ '73 "74 | '75 ) '76 .| *77-'28 [ ‘78| '79
; ' '71 r72 '73 '74 . r75 '76 r77* N.B ~] '79 '80
_ / U I . ‘
COLLEGE: | o
Dawson 7 * * * * . ® 52 51 59 43| . 75-
John Abbott | - - | 30 | s7 | 21 - 53 37 66 %3 | 45 50
- (Profes- .
si¢nal . » .
{ ' - Course ' '
: began) .
e T - e -
Champlain ’ - - - 18 * * - 18 1 20 .20
Vanier 60 136 114 191 Z2g 137 220 120 100 118
- i (Staff . ‘
= . and Pro-
- - gramme
‘ . Cut
; ; 1 Back)
Marianopolis - - | - 18 20 40 51 44 44 44
tamopolis | . P
T - ' / s ;
N.B. The drop in enrolment paralleled general decline in student enrolment in the
majority- of the CEGEP o ) . A
_t £
KEY: - No courses offered. * Figure not available.

~

-Source: Information obtained through correspondence with each college:

-~

a
. . -
- N -

9L
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student response a second section was offered and the time

block was extended to six hours for each section. This
exténsion léd to some controversy in the English Department”
because the studenés were using all‘of their elective tinme
ps}ots for Drama and Theatre coursés, and competition for
students as well as for funds was keen., «~ -

Ma;?hnopolis College offers only two-year pre-university
programmes, and 1is strongly oriented toward the Sciences;

¢

but it does offer Literature and Creative Arts programmes

also, Mr., Victor Garaway, Vho initiated the Drama and Theatre

[
programme, is the only instructor'for»Theatre 560, and in

addition he teaches some of the courses in dramatic litera-
: 13
ture offered by the English Department. The Drama and

Theatre programme had its ineception in 1973, as a one-

" semester course with an enrolment of eight students. In

)
]

JanuaryJI976, the-course was repeated for a further ten
students who had completed the initial programme. 'Theatre'

is now a sequential four-semester programme. The facilities,

=3

A
described later, are poor and have changed Little since the

-~

programme began.

The pre- university and Drama and Tgaacre programme was

o

1

3

offered when each- %%llege, with the exception of Chamblain, "

4

\
'

13 Mr. Victor Garaway took a B.A. degree in Engiish,
Speech and Drama at the University of Natal, followed by
teacher~training in England, He then spentfseveral years,
as g professional performer in Spain, Europe and the United
States before resuming his academic career,

) ,

— t
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"first opened. At Dawson, John Abbott, Cﬁamplain and
ﬁarianopolis Colleges the ipstrdctor in charge of the
department or programme in 1979-8§ was responsible for its
founding. Wh}IE all the programmes grew and changed between

1967 and 198Q, those at Dawson and John Abbott altered most.:

U

. \
dn theory their original programmes were offered as Liberal
a <

Arts studies, buf in practice, the programmes were intended
L] a

as professional theatre training from their inception, When

the colleges received Government permission to offer pro-

~

féssiggglgtheatre programmes, the Liberal Arts programmes

.

were established as separate programmatic units:

"

Enrolment éppears to have stabilised at all fiv€
CEGEP (see Table 1, p~ 76). Course offerings could be in-
\Cjeased if budgets permitted. The ‘special problems posed

by practical classes require that instryctoms limit enrol-

-

ment to fifteen to twenty students, and demand comnsistently
exceeds the number of places available. Mr. Garaway, for

example, in 1979 was obliged to refuse some thirty appli-

\ , .\ ) )
cants.

. Budgefing is a perennial problem. All of.the in-
structors stressed the unnepessafy amount of time and

energy spent, and ‘the frustration experienced as a result

<

of inadequate funding. Little hope of further expansion

) - . . ‘ .
is apperent. . .
Lack of. facilities, too, was and cdntinues to be, &
\ - .

pressing problem., The Drama Departments at John Abbott and

No-

’



Sy

l\\‘

o~ . o
- © 79

S v
Dawson Colleges include Theatre 560 and Theatre 561, the

profesgional programme. In both colleges‘Theatre 561 has{

prior claim to the available facilities. Dawson Theatre

560 studenss have limited access to ‘the. theatre fhcilitiés.

Approximately one third of their practical programme is

‘done at the Dome Theatre, and the remainder in classrooms
ﬂat(the Richlieu Ca;puek(see ch: 5). vUntil the 1980-81

- -

académic year, the John Abbott Liberal Arts students had .

no access at all to the Professional programme, which was

‘Egéiii:i%;zig—zlrkland Campus. With the opening of the new
theatre facilities on the main campus in Seétember 1980
(see~ch.'5), the pre-university students now have access,
.of .a limited nature since construckion is not yet complete,
to the Profegsional programme facilities, .
The Vanier St. Croix Campus consists of several ver&
large, and‘bx North -American stahdards, fai}ly oldibuild—

[

ings. Attempts, not always successful, have been made to

-
'

brighten and modernise the interior. The area assigned- to
the Theatre Depaftmeqt is par;icukarly depressing. Thg
'office', shared by the twolmembers of the theatre staff,
consists oi'an inadequately walled-off section of corridor
"in which it 1s impossible to hear oneself spe%k because‘of
student traffic Iin the main corridor. Furnished in make:
shift fashion Qith cardboard boxes in lieu of.fiIing

cabinets, it also contains theatre furmiture and equipment

which cannot be accommodated in the storag% room opposite,

A
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The small corridor between the two rooms leading to the-large
classroom/stud;o-tbeatre at the back of .the enclosure is full

of flats, aitic;es of furniture and stage properties,

\ -
u -

Some improvements were made in the 1979-80 academic v,

. - S , *
year, however, Afnew lighting board was purchased; the

budget was Increased sufficiently toyallow for the services *

of a student technician who works on a regular basis for

both the studio and mainstage productions; and the Admini-
L8 B
stration agreed to repair, redecorate &nd generally improve

\
the working environment. The studio=theatre, which doubles
as'a classroom, and which is used for all departmental e

activities, is‘large and aigood vorking space, marred only
by two massive pillars, which challenge the ingenuity of “Pa

staff and students alike during productions. -

Champlain has the best and most modern fagilities. The

N\

raked auditoriﬁm seats 40b and needs only a little work to

, , -

make it a first-class theaére facility. The open stage and
backstage area has sufficientaspace,fér scene shops and
Tdressing rooms. fhege are no rehearsal spaces, scene gﬁops;(
or wardrobe facilities; but the éampus 5oasté what Mr. Doubt
.rates as "one of the'finest d;nce studios in the country,"14
with an excellent floor, mirrors and sound system.' The ..
Administration is very anxioﬁé'that all these facilitiei

should be used more frequently/;b the C;llege and the commun-

14 Personal interview with Mr, Bryah Doubdbt, Champléin
College, October 5, 1977. . .

~ity.

E)

°
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" 1n contrast, Marianopolis College, is the least well- -

- .

V{ . .
equipped to offer a tﬂ%abme p%ogramme. The-only space

available for laboratory wotk is a chapel which, although

beautiful, leaves much to be desired as a classroom .and
production area, _While the altar can be moved, pews are

set at right-angles to the chancel and parallel to the

[§
PR

"centre aisle, bn the ground-floér o%ﬁihe building a very
s;;ll auditorium boasts'; six—foo? square stage wh%cﬁ pro-
viaeg‘a very limited area for practical work, most of which
ls done in a regular classroom. A recently acquired“light—
ing board has, however, added—another dimension to practical
classes and productions.

o Eibrary facilities and ease.of access to the available
material varies considerably from college to college.
Becaﬁse of the multi-géﬁpus situation at Dawson and John
Abbott, precise statigticalkinformation with regard to 1ib-
rary holdings is difficult to obtain. At Dawson‘C;ilege,
the main Drama and Theatre collection is housed at Vigér i
Campus, on the opposite}sidé of th? city from the Drama
Department. There, library holdings consist of some 2&,000
volumes, of which approximately 300 have to do with Thedtre
as:distinct from dramatic literature. Up-dated news releadses
on recent acqu;sitions are circulated regularly, and there 1s
an #fficient inter-campus loan service available. .

Until 1989, a‘similar situation existed at John Abbott

. C -
College where the main stock -of Drama and Theatre material



-

.vice. Total holdings on Theatre are in the region of

was at the Kirkland Campus.' The Liberal Arts Drama and

%heatre students, housed at the magﬁ campus, only had
8 ¢

access, to this material through\qn’inter—library loan ser-

-

11,000 volumes, of which gbout 1,800 are Drama and Theatre
. 15 .
texts, ‘including plays and critical works,. In addition -

- to script holdings, the library is well equipped with

I

cassettes, slides and film strips for the Drama Department,-
I -4 .
At Vanier College the Theatre-collection consists of
some 650 volumes out of an approximake total of 80,000

holdings. The Drama and Theatre instructors feel th;t the

material 1is sufficient for their deeds, and that the annual

16
budget for new material in their section is good. While

no statigtics are available with regard to the library hold-
ings at Champlain éolleg;; gr. Doubt praised the Faterials
available, and said that in this respect the b;dget is
exéellent, and the” librarian is continaully adding to an,
already well-stocked d;ama secti‘on.17 At Marianopolis
College, library h;ldings and pedagogical material for the

Drama and Theatre programme are almost non-existent in a

k‘\‘ i,

13 rhe librarian noted that the critical texts are

very little used.

16 Personal interview with M& Lib Spry, Vanier
College, September 30, 1977.

17 personal interview with Mr. Doybt, Champlain
College, October 5, 1977, ’

-

.
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L should be happy and enjoy themselves in the process.,"

' - 18
facility which contains more than 40,000 volumes,
' N ;

To what extent the facilities, or lack of them, have

influenced?Qhe prégrammes @ill be more readily unders;ood
in the light of individuelrphilosgphles andlmethodolo5ies.
Tﬂe philosophies behind Th&atrg 560 differ markedly
between'iolleges with & professional ﬁrogramme and those
K : ‘Lithout one. At Dawson and John Abbott'ﬁhe reqponsibiiity
for both programmes ligs with the Chairman(men) of the
, Dramd D}pérbment. I; both colleges, the 'Theatre Workshop'
aé Theatre 560 1is known is, inevitably perhaps, of:second—
ary importance. Although it receives close aﬁkéntion grom
’ the Department, it is not -taken qui;é so seriously as the
professionéi programme. It is part”of the job, but it is
not the job. At Dawson College, the workshop courses.are ¢
referred to simply as 'service courses' by the instructors
and in pubdished materials cigculated b;ﬁth; Céﬁ{ége.\ At
I-John Abbott, the Workshoﬁ is seen as "an opportunity fo;

the kids to enjoy themselves while studying some drama and

learning some theatre skills; the main thing is that they
; ' +19

> o )
The philosophies at Dawson and John Abbott possibly

contributed to the fact that no written course outlines
* o4

were available for Theatre 560 from either 'college.’

18 Personal iptervieﬁ with Mr. Garaway, Marianopoiis
College, sSeptember 29, 1977, .

- - \ ‘
19 Personal interviews with Mr. Mallough, John
Abbott College, September 21, 1977, and November 10, 1980.

”
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Inforgftion about programmes and courses could be gleaned

[

only through interwiews with departmental,'chairmen and

K =
college administrators.

From the inception of the progfammé course offerings
p

f

at’' Dawson College adhered closely to the suggested outline
/' _ ) P
ig the Cahier for Theatre I-IV. Between 1971-73, Theatr& . -

'Practice I and II was expanded to include coursés in Drama-

/ ) * > )
turgy and Movement. An interview with Mr. Knight indicated

e
I3

that a special course in 'Dance' had been added to the pro-

gramme in 1975; and Voice and Speech techniques -were taught

by himself in scene studies from :gxts used, in connection
20 . ,

with Theatre I-IV. ¢

The Dawson Theatre Workshap is taught by Professor

Henry and Mr. Knight and other members of the professional

s { 4 R

staff. 1In the afeqs of étaff,'time space and funds, prior-

N

ity is given ~to-the professional programme, and production

. experience for Workshop students is verf limited. From

1973-~76, Creative W&iting was offered by the English Depart- .

{ , .
ment and dramatic material, in the form of-one-act plays

» [ N

written by students of this course, was put to a practical
‘ ¢

test by the Theatre 560 students. When Creative Writing

was withdrawn from the curriculum, st%dio performances by

¢

20 Personal interview with Mr. Kpight, Dawson College, -

[/
+
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Workshop students ceased, and practital experience of
dramatic literature became limited to classroom séene"

studies noted above. Some non~credit production exper-

%
2

lence is available, however, since '560°' students are

» : L
free to audition fqr minor parts in the professional

o ’

‘

berforménces, and to‘workabacksgagE‘As well, A fEQ
enthﬂédasts géihNpracticalqéxperience in this way.z‘,l
Although Dawsoﬂ s;mdant;\obfain little actualhpro-
duction e#pgrienée, tbey'a;eﬁtaught fundamental theatre
.ékills by ghe-proféséional staff iq the theatre plgnf.

Practical work taught there, accordirng to Mr. Knight, is

closely linked to interpretation of textual material in

“fhe literature and theatre ﬁistori coursés; through class-

H

room improvisations and scene studies, Students are !

expected to produce two written academic regearch papers
. R - L]

lduring the school year; one basedon textual studies, and

.

,the other on some practical aspect of the courses. This

programme 1s in striking contrast to that adopted at John

Abbott'CollegAT‘ 3 | ’

The Drama and Theatre p%ogramme at John Abbott College
appears to include a literary compoifent entitled "Drama and
,: the Literary Arts", offered-by the English'Departmeﬁt. This
21 Personal interview with Professor Henry, Montrepl,
November 8, 1980. ‘ : , (
£ t '
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//ﬁécessary for. the play chosen for each semester's production.

Vo . . 86

. o : i

s, in thkory, a fiour-semester study of Drama in relation.'to-

the stage, the novel,poetry and filw; and is intended to be
cox
a co-requisite of the Drama Department's Theatre Workshop .
. . ¢ 3

I-IV. Mr. William Surkiss revealed that in fact "Drama and

. o

the Literary Arté"™ d1s—a brochure outline which bears little
}

T 22
resemblanOeJto actualnzépise content. As alprogramme of
studies, ‘the English Department courses does nbt exist beyond

its title. The Liberal Arts Drama and Theatre programme is
/

biigé/sole;y on the teaching of such theatre skil%g as are

"

| -

Academic work consists’'mainly of textual study‘in prepadra-
tion for. performance, and ‘practical work begins immediately

after course commencement,

*

The plays for the Workshop are chosen, seemingly at

random, by the instructors,'with little or no reference ‘to

I'd

the Cahier outline. Congrary to Ministry directives, neither

Theatre History nor a study of dramatic literature per se

LR

v

forms part of the Workshop programme; and for the most part

traditional academic activity consists ofkine written re-
3 -

- search project, which may treat the his%or cal, sociological,

23
psychological or technical aspects of the production.

’ /

22¢ Personal interview with Mr. William Surkilss, Chief
Administrator Att and Letters, John Abbott College, April
19, 1978, .

23 Personal interview, with Mr. Stan Mallough, Montreal,
November 10, 1980, !
, ' (e
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"talented Drama and Theatre student, since the exigencies

/

The programme is taught by three ingt}hctors whose

backgrounds and qualifications are pfimafily academic,~ _,
- . rd »

~ -

although all have some theatre training and practical ¢
experience, "Until the move to the new premises this year,
’ ~

John Abbott Liberal Arts studeﬁ%s, unlike their counte%;
PR r ! ‘
parts at. Dawvson, had very little regular contact with the
. ! & v
professional programme*teaching staff, facilities or

students, During workshop public performances, the pro-

fessional staff and students might help with certain aspects

of the proddction if their schedules permitted, but their
participation was purely voluntary and casual. Much of
this isolat£dn éccurred because tke Drama Department's
headquarters and the Liberal Arts programme were on widely
separated~campuses, When the new facilities are fdily‘
6per§£ional t 1s hoped thgt the two programmes will work

more closely together. »

Gn‘the'basis'of information available, the total pro~

]

duction orientation at!John Abbott college leaves much to

, be desired. In most cases such-benefits as are derived

from performance programmes tend to favour the naturally

of public performance must encourage the 'star' system.
Mor??ver, a production each semester, which immerses the
stud;%t in practical work from ‘the very beginning, can

leave veryﬁflttle time for academic research, critieal

gnalysks or the development of the scholarly skills which
\

©

e v it ok ah mdns bahame Asioe A T
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¥
ghould be a vital part of pre-university preparation. The

John Abbott Workshop does not seem to fulfill the aims of
. {

either the Liberal Arts-Humanistic, or - Avocational para-

5t

digms for college theatre departments ouflfned by~Burnet-

‘ ’ &

HoBgood in D%QT (see ch. 2), With its emphasis on produc- °
/ L

tion, and”lagking a strong literary or academic component,
the John Abbott programﬁe rather belongs to the Recreational

category for which, curiously enough, the /student receives

»
s

academic“credit.

. v

If 'the John Abbott format exemplifiegcthe dangers .

inherent in a Liberal Arts ptogrﬁmme under the umbrella of

what iggessentially a professional department, the Dawson ’\3

v

situation gerves to point the shortsightedness of an

\ ° « '
Administration which expects one small staff to carry the

-

burden of two separate and demanding programmes. Because of

lack of staff and inadequate facilities, the Liberal Arts

>

students must depend upon the vagaries of the professional )

programme for their production ekperikgce. While it may be
argued that working with prqfessional trainees provides the

il

Liberal Arts students wi;h,; undque opportunity for bractical

theatte experience, a retprnl?o the former- practice of studio

-

performarnces would séem to\ﬁfigr a8 more meaningful exper-

-

\
2

-lence in drama and theatre at their own Tevel,

v , ,
Pre-university and vocational programmes in the CEGEP

were -intended to complement and stimulate.each other.

Unfortunately, this philosophy, at least in the case of the

’\



¢
4Drama and Theatre programmes, would seem to be difficult to:
put into pq:ctice. Inevitably, there is 2\conflict of
g e s
interests; and at all levels of administration the Liberal

Arts prograﬁmes'take second’' place ;o'Professional Theatre

~, Training even at the level of government—ﬁrograﬁming. This
- - -

\prefeteﬁce would suggest that the goals and values of Drama

«

a?é Theatre as a liberal Arts discipline are not understood. -

s

e 2

Liberal education yields pride of place to voéatiohal

training. ) ‘

-
¢

../\ . -

</NhFor the benefit of all concerned, it would seem highly
dessirable that, within the jurisdiction of the Drama Depért-
ment, respoénsibility for the Liberal Arts Drama and Theatre

. 4
programmes %e allocated to a traditiogally-trained and

academically-oriented instructor, rather than a theatre pro-

fessional_or a would:be professignal. With a\aﬁall,iséparaée

staff, the'director”af the Liberal Arts programme should be
s

]

encouraged to define developmental goals, and produce a

planned outline of acadenic and practical work designedsto’

TR
meet them. If the Theatre 560/56] students are required to

share some staff aﬁ& facilities, as would seem practical

and desirable, Liberal Arts students should have fair access

w

)
to the facilities, and to the professfbnal staff for certain

specialized practical studies such as Voice and Speechitrain-

ing Lndsproduction'skillé. )

;
°

In the three colleges in which there is no conflict qf ;

winterest between professional and 1iberal programmes, a very
; A : 3
N »

\ '
. '
} . I

s
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o

o

different attitude toward Theatre 560 prevails — at least

e

( as far as ipndividual instructors are concerned - because it
is his or her 'raison'd'@tre' as an instructor. Itiis.tﬁe

¥

N , ,
job, not a job. All three instructors are committed to the

programme of their creation, and are philosobhically/ﬁriented
o - * r

toward tﬂéipersqnal and artistic growth of the individual-
“through a programme which is proces%—ériented. ‘ :

At Vanier College, the specific aims are to provide an

2 1
X

opportunity for se f- discovery and self- -expression, and to

develop -an understanding of theatres Persona?.developmentg
4t ' . )
is 'seen 1in terms.pf the evolution of the student's social-
N o M \ T p

political awarenéss through 'tlHe study of drama’ and theatre.
n . ¥ !

o
]

The methodology stresses the importance of group discussion

and decision-making, -and the responsibility of the individual
L .

nte

for himself and others. Students-in this programme are re-

quired to analyse and c:iticize first ‘their owi and then

Re

each other's personal and artistic progress throughout the
. f,ni

_four‘sémgste%é. This, it 1is felt, not only develops the >
student's analytical and critical abilities, byt alse _ °

! &
serves to ‘make him awdre of the need for constant evalua-
. o I'd .,
tion, Group analysis is .used to determine the relative o

value of"effortf,x%;sus ’talént', and/fo give thebstp§ent’

.an’understanding of the degrggAbf~Qe&fcation and ﬂard work
- ‘ o .

professional theatre requirgg. ,fi also attempts;to ehcour-_

age a positive response to c;ltiqésm, and, a?ove all; to

, T

stress the communal nature of theatre. -

- ‘ ’
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Studio performances by first and second-year students

are an integral part of the programme, but they are tech=
. ’ ’ ;
nically unpolished due 'to restricted budget and facilities.

g

Second-year students in their final samester Pount more
s "",.,,'.

) /
sophisticated'productionsf with technical work undertaken

by students and staff. All performances are open to the

N .
5 .-

college and general public.

The programme at Vanier consists of five courses

which; the students are gdvised to take sequentially over
four semesters. The coyrses as outlined were: "Practice

of Theatre", "Introductfion to Group Theatre", "Group

4

Theatre Creating a Production", "Context of Theatre", and -

Cbntemporgry Theatre'". In 1981, tge Department hopes to

‘

offérAa Playwriting course also.

. k]
The "Practice of Theatre" seeks through practical

experience to analyse relationships - .,the relationship of

[y

: J
the student to theatre and relationships within the theatre.

+

Improvisaéions are employed to demonsgrate the collective
nature of theatre and the ﬁple of hierarchy within & com-
pany. Phe "Introduction to Group Theatre" and "Group
Theatre Creating a Production"” courses combine pfactical
dand theor;tical stﬁdy; Based on a é%udy of the works of
contemporary writers, such as Brecpt, and newufonms~of
th;apgq (Street -Theatre, Guerilla Theatre and Happenings t

etc.) a grpup production is created. The "Confext*gf N

Theatre" deals with the technical aspects of produgtion in

L]
“ \

e = -
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. College, November 8,..1980.

w -

conjunction with "Contemporary Theatre", a theoretical study

,of pereonalif?%s and theatre movements and culminates in a
v N N

workshop production.
o %

The programme at Champlain College remained basically
unchanged from 1973-75, apart from the employment of a part;,

time Movement teacher, and some improvements in facilities.

Application was made to the Govefnment for the establishment
of a Fine and Creative Arts Department, In 1976, Mr, Doubt
took a 1g§ve of absence in order to improve hisméualific;-
tions agd professional skills, and the programme was allowed
to lapse. ,dn his géturn Mr. Doubt was info;med that no
'thgatre courses would befbifered for the 1977 semester, but -

he would be permittedbto rebuild the progéamme in the Wintenr

semester beginning in January 1977. 1In 1978-79, when Mr.

4

Doubt took a second year off for further training, the pro-

gramme was continued, and 1s now given on the basis of one
24 e

L

section per year, o P
N 1

Champlain offers a Developmeptal programme .in which
L]

theatre studies are directed toward the"persoﬂaL}deg;lop—
' <
. T
ment of the individual through explorafion-and self-discovery

. /
. , ) *
in an environment conducive to physical, mental and emotional
o A

-

expression. Mr. Doubt makes it a practice to interview each

s

.4 R 1
24 peysonal interview with Mr, Doubt,wchampfain

L}
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student individually prior to course commeAcement iq order
to establish rapport,- and to ob?ain'some notion of the
student's\background,'previoué exposuré and level of commit-
‘ment to theatre. The basis of(the p;ogramme is "an encounte;",
first with the se;f and then with others through techniques
which explore and develop sense awareness, cregtive mpve-'
ment and improv;sa%ion.

The programme 1s oriented toward process not product,

Mr. Doubt, like Granville-Barker, believes that once students

P f

.become involved in mounting a production, tfaining of the

most important kind, for first-year students at least, >

ceqéeé; the production itself becomes paramount.
The Champlain prog}ammescurrently consists of one

course, 'Theatre I', for which thére is no pre-requisite or

! 9

co-requisite, Speéifiqally the‘coqéern’ié whth the develqgp-

mént of all of thg senses, ;nd contact with and awaréhes; of

eaih.oth;r and the physical environment. Throuéh creative

movement the course attempts to strengthen the body and in-

crease its fiexibilit;.a Improvisation is used to stress

the importance of working with others, to encourage the

full use of space, and to develop self-expression.
The’ﬁrogramme ocecuples six hours a week, aﬂd includes

N\

two hours of clas® ‘time and four hours of laboratory work.

' - \
Academic studies are based on the English Department courses
in Drama, given by Mr. Doubt. ©Each year stu&ghts are able

to take one of two courses - 'Modern Drama', an introduction

r
?
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to different aspects of contemporhry drama, and a 'Survey
. i pe
of Drama' from Aeschylus to Beckett. Both courges are
1 :

S

siudied in terms o% theatre as we}; as literature. On a
weekly basis, three one-hour cla;ges might include lectures,
written Qork,_group discussions, improvisation 6; practical
work with scene studies. Whenever possible the studengs are
faken to local professional performances,, After‘ihe perF

. . ¢
.formances, the directors and/or acfors are invited to the
college to talk with the students. In addition, a£ least ’
once during each semestér, a professional'guest—lecfurer |
also visits the coilege.

The Marianopolis programme also“wubscribes to the Hﬁea
‘of personal and cultural growth, but Mr. Garaway places
somewhat stronger ;mpbasis upon social awarehess‘through

-

group interaction and thg acquisition of“self—discipline
through a predefined, tightly-organized programme. AK °
Liberél Arts Theatre progtamme,\Mr.‘GaraGay a?guesu sﬁopld
be a judicious blend of academic and,prabtical studies; and
of all ﬁontreal A&glophone programmes his most closely .
éomplies with Cahier regulations in course outlines and
organization of time fo; academic and practical'work. fhe
weekly‘schedﬁle for fﬂea;re 1-1IV consists of two thrs class
time for the study of theatre in1the form of lectures and
tutdrialg; fou;'hou;s practical work 1s divided into a one--
hour tutPrial for Speech Techniques in groups of two, one

= \

hour of group movement and two hours of interpretat%oh, and

~

{
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two hours per week are devoted to preparation of material to

be-used 1in any part of the course. -

[]

Although Mr, Garawazﬁgfkes'no attempt to offer a pro;

£

fessfonal training programmé, his courses include a consider-

-

able tethnical component - Speech, Movement, Interaction,
Interpretation and the }ike. Possibly because of his British
-training, Mr,. Garawéy emphasizes Spee%h and. Movement to a

greater degree than do insfthctorb in other Liberal Arts

3

programmes. Such'a grounding, he feels, sﬁould equip students

to enter either a professional school or a university Drama
] i .

and Theatre programme. ' The ,Academic content’ of the~ppogfamme

consists of courses in Theatre History and Dramatic Litera-

ture, and students are required to . submit two research papers
- Al .

each semester, one based on textual studies and the other on

p

theatre histori.

¢

Despite inadequate performance facilities, the programme

‘mounts two productions a year, one at the end of each semester.:

These productions are simple showcases or demonstrations of
the kind of work done by thq-students rather than full-

- ' n‘&’ '
scale productions. Mr. Garaway's part in the§e performances

. : ‘ %
is very low-key. He feels that his role is that of ?ﬂ A

J%qisor rather than that of a producer or dir?ptor. Students

are given as much opportunity as possible for iret-hand - T~

experience in creéting,'directing, and teqhniéa work. Per-
formances are open to the generalrpublic. o o
{ ¥

The Marianopolis programme iq‘divided into two ar@as:

L
o e
5
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® .
History of Theatre, as outlined in the Ca&ier, and the !

\

>

practical study.of 'free speech' and disciplined movement,

"which Mr. Garawaxﬂbelieves constitute "the basic require-

ments for tﬁe‘accura}e intérpretation and clear understand-
L : 25

— b i

g of Theatre in allwits forms." Over four semesters "

the History of Theatre courses treat the evolution of theatre

\ I

L]

from the Greek Classical age to modern times, The format

AN &
of the sequential courses includes class lectures, discus-

2

sions(hnd a study‘of appropriate works from eéch pe}iod.
~—

Speech training is given'in one—h&ur, veekly tutorials,

-

and consists of “‘training in techniques for correct breathing,
anq the development of speech free from physical.and psycho-
logicél impedihenté. Particﬁlar attention is paid to vocal
range and projection. Movement classes basedron Rudolph

von Laban's EPeories, are designed to develop an?® avareness

*

of the body through a:variety of exercises with the ultimate
. 26
aim of disciplined visual communication, Group interaction

is stressed through activities intended to develop observa® .
tion, imagination, emotional response and charecterization,
The programmes at the five CEGEP comprise a broad

spectrum of British and North American theories and practices.

o

N

; 25 Personal interviews with Mr. Garaway, Marianopolis

‘College, September 29, 1977, and November 8, 1980.,

26 Ruydolf von Laban, The Mastery of Movement on the .
Stage (London: Macdonald and Evans, 1950), and Rudolf
vory Laban, Principles of Dance and Movement Notation
(London: Macdonald and Evans, 1975) ' (

3 | -
\ .
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Each bears the imprint of the persona%”phflosophy of the
instructor. A comparison of the suggested programme in
. &

»

the Cahier and actual practice in the CEGEP reveals a

¢onfusion characteristic of Liberal Arts Drama apd Theatre
z i . /
programmes at all levels of post—secondﬁmy education. Un-

certainty as to the relative importance of theory and

practice and Imperfections and inequalities in the pro- 3%

>

grammes are in a Taf@e measure due to thg laigssez-~faire

attitude of bovefnment Administration to Drama and Theatre

as a Liberal Arts subject® Although tﬁe Department_of

Programmes adopted in Q;inciple American liberal arts

philosopﬁieé'of drama and%thegtré edhcation_at the college
. - .

o . 1 .
level, the’ Department did not benefit from American exper-
, 5 N

ience and practice in the field. 1In 1967, the year in which

Rt

the CEGEP were opened, Burnet Hngood‘descriﬁednin the first

DACT five pafadigds for théatvre departments in colleges.
, ' ; .
Reports of the second DACT (see ch. 2 ¢f this study)

"confirmed these paradigms as still'viabiéjand, in relation
' ‘ 27

to all drama in US education, influential as models." of

’ @

these fiyé paradigms, three bear a closé relationship t6

’

LI A

Theatre 560: - - .

»

27 Burnet M., Hobgood; "In the United States", in
Drama in Education - Annual Survey 3,,eds. John Hodgson
and Martin Banham, (London: Pitman Pu shing, 1975),
pc 580 :

+

4
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4 ]

Avocational, Study of theatre is conducted
on a limited or: selective stale, usually as a
supporting activity of an established field in
the humanities or arts. The prjogramme consist®
of extra-curricular dramatic production and a
few courses taught in perhaps two or three
departments, Cultural values in dramatic litera-
s ture and criticism receive /'stress, since theatre
igs seen.as a subject which an educated person
should appreciate (gmpha?&s added).

Humanistic. The curriculum treats thée
chief areas of theatre and drama and each student
is expected to undergo instructions in each area.

- Teachers are generalists and specialigation
tends to be discouraged. High value is Jattached
‘ 2 to scholarly or critical perceptions. Dramatic
productions are regularly dofié ~'on an
. = .extra-curricular basis; some studio production
- /may be co-curricular (emphasis added). 4(

»

a .~ Recreational. <The ‘main value of theatre is
thought to obtain .in extra- curricular activities,
% princiy@lly dramatic production. Few or no
theatre courses areoffered. TZ;;theatte

programme is carried on through campus club
related to the field of humanitles or seiences
(emphasis added) T 28-

o«

~ ff / f LS

The CEGEP Department of Programmes subscribed in.theory.,
to these concepts,\nn:gave little thought to their prac— -

tical implementation. .The outmoded nodels of the ccfieges

. 4 o
classigues were used to express modern philosophies, and

CEGEP instructors were lefF to interpret and idplement the

"
—

it
-

programme, such as it was,
By 1980, the result of $his policyaw%s five highly

individualized programmes whi¢h, based on the paradigms
<

= .
£} % o
- . - -

28

.Hobgood, Drama in Education, p. 58.°

s
)
>
»
N -
1\d{_"
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above, ranged from Avocational ﬁqnaqplaiﬁ) through Humanistic

(DaWSoh; Vanié§‘and Marianopolié) to Semi-Recreational (J%hn

Abbbtt). The philosophy at Jolhn Abbott is that the main

_(/» f Wt -

value of theatreé is thought to obtain in dramatic production,
‘ - /
{ , L4

except that their programme is curricular ana credited;
While the three Humanist1Cjoriénted programmes treat, in
var&ing_degrees, "tEe chi;f areas of theatre and drama', less
than the "high value" stressed above is placed on scholarly
and critical perceptions, and invgll the colleges, the
Ztudy of dramatic literature is separate from the Drama and
Theatre programme, Only Dawson and Marianopolis Colleges
structure their programmes to include academic courses in
dramatic literature and theatre history andvéﬁth colleges
adhere closely to the Cahier outline, ' ;f

The Liberal A%ts concept of education proposes that
7%e educated person sgould hgvekan underskanding of several
f¥elds of knowlégge.° The.danger is that the breadth of
material to be covered in any field :;EE]preclude intensive
or indepth study. The somew%at superfip}al’and outmoded
approach engendé}ed by a chronological s;rvey of drama, as
deocated by the Cahier and practised by the CEGEP,Awould
seem in need of immediate revision - particularly in the
liéht of recent developments. A study of drama based on

. o

genre or themes might provide a more searching and meaningful

approach to dramatic literature.

« vy T Aw et w
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o E&ualiy outmoded is the concept which views '‘drama and

&

¢

theatre as separate entities. Current theoriés drgue that

theatre is the experience of plays in performance, and that
“the theoretical and practical aspects of theatte should form

tbe‘basis for the study of Framatic litéragure: Contragy to

current theory the CEGEP continue to off'er artificially

compartmentalized programmes. The study of dramafic
’1ite:a:;}e is considered an academic pursuit with clearly

defined literary and scholarly goals, which do not require

a practical component. The study of theatre is committed

w - )

'to the notion of personal development through practical

&

%

experience in the theatre arts which theoretically inc%udes
a literary component through the study of dramatic literature
apd theatre hisfory.

Personal development is a broad term which may be .used
to describe oﬂe, or all,\of a varilety of inter-related areas
of growth such as; inﬁellectual, cultural, social, pgicho-

logical and physiological development. The Department of

%rogrammes and the CEGEP have not clearly defined either

" their developmental priorities ot the methods by which

»

particular goals might be achieved. Whether specific areas

-
of development or total personal development is the aim,

’

. |
and how important performance is. to developm%pt is left to

the individual 1ns§ructo§ to decide, Thus, while all, _
theoretically, are committeé to the same basic philosophy "
of personal development thfough the study of Drama aﬁd
Theatre, meqhodoloéies range from aopbiatiqaéed instructor-

! /
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1, oriented production programmes through student-cteated

e f

stdUdio performances to devélg@mental, totally process-
?

'

] oriented programmes in which production in any form plays

no part.

- <

- To be effective, each programme’must be based on
f

~— -
; ~. AN

clearly~defined, Specific developmental goals. Witﬁ'fhese “a

) ;9‘7" ’
.goals in mind the instructor must then decide how his aims  “2~

/

may best beqachieved - in the classroom and/or workshop, or
through stage productions, and what balance is necessary
‘between préctical and academic work. The failure by the

. Government and to some extent the CEGEP themselves, to de-
) h )

fine goals and. plan methodologies is the root cause of the
v

disparate nature of the CﬁGEP-prog{Emmes, and a contributing
’ ' ’ *®

factor to the/isoiation in whrich each programme has operated

i

' / ’

Regrettably there is 1little or no contact between the

for so long.

five cbllege departments offering Qramé—iﬁE{Theptre. Mr. -
Doubt was the only instrucfé; who deplored the fact that
aﬂ\\there vas no established method of communication, or "any
‘ ‘:2§Q%3nge of ideas and materials. Champlain College with
its modern theatre facilities could offer to host, on a
semi-annual basis, a cooperative venture in practical work-
shops and st&dio performances which would benefit all con-’

} !
cerned. ‘ 2

¥

. Lack of coordination between the colleges and high

'( schools and the universities was, and continues to'be, a

5
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matter of some concern. Mr. Gerry Gross of Concordia .

4

University, made an attempt in 1973, to establish contact
with the eolleges t& discuss the possibility of coordinating

programmes and establishing a pattern of communication and

“l’\

cooperation between ﬁniversities and the*CEGEP;,but he met

¢ P

wiih no success, Contact between the CEGEP and the échools

&

-

.is generally limited to-performances giveany the Professional
' ¢

a

Theatre Training students., The school authorities would be
f * &
, r
willing to cooperate with the colleges gnd the universities
but, unfortunately, few anglophone school boards have

established programmeé in Drama and Theatre.

& N

Sadly, the intention of the Pa?gnt and Rioux commissions

) ¢
to provide, at all levels, in Quebec, an opportunity for an

artistic education for students at all stéges of development

‘ '

has not been realized to datg. In the 'sixties and
'seventies, attempts were made by local schoql boards to.
institute ‘Drama érogramm;s in the elementar§ and higﬁ sch091s.
In the Protestant Schools system, in spite of the enthusiasm

with which Drama was feceived, the(brogrammes had to _be

discontinued, mainly bgcause of cut-backs.in educational

r ’ -

'

g
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2 ‘ 29

' budgets by provincial and‘&ocﬁl administrations. The,
£ Y

Catholic .English-language system has fared somewhat better,

and in 1979-80, five high schools were offering credit
o
. ) .
courses in Developmental Drama at various levels from
- 30 ' :
Grades 7-11.

+

Coliege and university students who enrocll in Drama and

Theatre programmes without the benefit of Developmental Drama
1 v

at earlier levels pose a problem for instructors in higher

e

s
education., Theé instructors must decide, what and how much

basic developmental experience should be included in their

“

i

programmes for those students who have not had the oppor-
o -

tunity for ;@if-exploratigp, self-expression and the develop<™
*y

ment of sensory perceptions through structured dramatic

L]

activities, 'The CEGEP programmes were intended to form the
peak rather than thﬁgbase of a pyfamid in a dramatic educa- °

tion, but for most college students the Liberal Arts pro-

grammes constitute their first formal drama 'education. . |

fos

29 Mr. Michael Thomas, Senior English Consul;ant‘bf
the Protestant School Board of 'Greater Montreal, saidy}hat
from 1969-1972, some eighteen to twenty-two Drama speciial-
ists were teaching in local elementary and ?ﬂgh schoo f.

By 1978 only one specialist was employed fo# a Developgiental
Drama programmé at one of the high schools; Drama, where it

exists now, 1s generally limited to single courses given by

non-specialists, and extra-curricular activities. Personal

interview, Montreal, January 4, 1978, \

30 Information received from Ms. Aileen Collins,' -
Consultant/Secondary English, Montreal Catholic School
Commission, April 9, 1980. .

Ve

i

R e 6 St a e a ot =

o



* §

) 104
? . . By * IS ) \ ,
Previous dramatic experience has been limited to extra- >

curricular activities in the form of clubs or school T
T \\ R

productions. . T :

3
<

Drama as an extra-curricular activity 1is always

-

acceptable; particularly if pubLic\performpﬁcgs add to the
credit of an institution. Full-scale productions provide -
. [y ,

an excellent opportunity for public relations between the’

[

colleges and the communities, and frequently receive the
-

whole—h%artetafupport of otherwise ambivalent administra-

tion.

~

0

It is perhaps no coiqfidence that the prograﬁhe with
the mos{ egthusiastic and supportive Fdministration was tpo
ge féund at John Abbott College, which has a record in the
‘commﬁnity for some fine performances by its pre-university
theatre studen;s. Similarly, in 1?78, the Champlain Follegé

Administration sponsored a production of Lillian Hellman's

The Children's Hour, in order to provide a link with the

community and ,to stimulate!}nteresﬁ in the college.’
A successful production which enhances the publickimage

of a college is understandably more acceptable than the

“ <

31

It is interesting to note that Champlain college %
is the only one of the five CEGEP which has a large, active
amateyr group. Since its inception in 1972, the.Omega
Theatre, as the company is called, has mounted one major
production.,a year. |[Many of the company members are enrolled
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poorly undérstood aims of a Liberal Arts Drama and Theatre
programme., However, the danger 1§ that, at the administra-
|
tive level 1if at no othef, pub;ic reléfions aspects of
Drama and Theatre programmes may outwe}gh all oth values,
An informal conversation with Ms. Spry in June 197@,
revealed that the Vanier Administration had constantly
tried to persuade the Theatre Department to mount full-
scaleﬁﬁroduitions of standard plays. This\was against the
philosdyhy behind the programme, and Ms. Sﬁry felt that her
refusé& might have beeﬁ‘partialiy responsible for the fact
that the Administration had for several months Eeen pressur-
ing the Theatre Department to decrease .enrolment for
1978-;9 (ostensibly because of funding problems) and had *

hY

questioned the validjty of the Drama and Theatye program?e.
Inevit&%iy, internal politics and extermnal pressures
affect programme orientation. 1In an era in which dgclining

enrolment may mean staff and programme cut-backs there is

a great deal of competition among the various departments of

each #feollege and among the colleges themselves., The géneral

attitude that Drama 1is an educational 'frill', and the

n

unstable nature of the political and educational scene in

Quebec, augur an uncertain future for the Liberal Arts pro-

grammes. )
o
If.the philosophical ideélgrof Libeéral Arts—Humanis%}c

Drama and Theatre are to be fu}ly realiggdg”reevaluatioh
and ‘reassessment of Theatre 560 is essential, If reevalua-

tion is not a pfiority at the Government level, the college

N «
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"~ 4dnstructors should unite to reassess the role of Drama

within the Liberal Arts, and seek some consensus as to their

-

goals and sethods. The CEGEP  indtxuctors should also urge

afresh the claims of Drama in education to appropriate
Government departments, and ailm to coordinate their work

«
with the high schools and universities.

Without exception the instruc£ors displayed an impres-
sive degree of enthusiasm for their work and a%edication to
the ;orld of theatre., These qualities were shared by their
counter-parts involved in the professional training»s;hools

and programmes, the study of which is the subject@f the

following chapters.,

ot

>
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1

FQrmal theatre training in Canade'began in the 1950'8‘
and owed much to British traditions.  Since then,profes-
sip;ai training has been modified by contemporary develop—,
ments not only in Br;t;in but in the United States as well.
A brief study of the history, philosophii@ methods and
curricula at some of the major British, American and
Canadian thquze schools will serve to ;lluminate the CéGEP
theatre programmes. ‘ |
From the seventeenth through the ningteenth centuries,
‘in both Britain ;nd Americg, most actorsn§SXJned "on the |
job". They léa:ned their skills from older actors as they
;orked their way up thrJuQP a c&mpany. ~}‘Jach ﬁgffeéted a "
specialized '"line', or charactey role, such as"old man'
'old wo;an' or 'walking gentleﬁan'. thil the late nine-
teenth cén;ury, acting meqng beautifu% spe%ch and elegant
movement, and a contern with erQntic rhetoric rgs%lted'in,
by today's standards, a somewhat artigicial ﬁerformance.
Actofs generally were more concerned with the’outwar%’mani—
festation of life rather than with the inner feelings of the
character; psychélogical realism is largely a twentieth-
century phenomena. < ‘ '
In both British and Agerican stock companies several

different bills were presented in the same ‘week. This

| .
practice left very little time for rehearsals; '"the chief

a L]

o
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, - 1
concern was with lines and 'stage business'", The texts

used were stand;rd works and frequently adapted to suit the
star, and the 'business' was conventional. Theatré, it was
believed, €xisted to serve the stars, and this belief was
perpetuated untll the twentieth-ceptury by actor-managers
sﬁch as Kemble, Kean,‘Benson and Beerbohm~-Tree who secured
the méjor'role for themselves or the touring stars.
' yiq the second half of the nineteenth century there
emerged a growing concern'for realism in the the#tre.
Aﬁpempts wege made to parallel real life on the stage, and
éctors began to act more.natufally than they had in the past. ‘\
| .
‘Stag}n% reflected the same concern_with the’natufal, and the
gué;t for historical and architectural authenticity reSulted\

v

in elaborate settings, which might include crowds of 'extras',

‘ . -
to lend verisimilitude to performances. Texts were drastic-

-

ally cut or adapted to éccommodate the contemporary craving

. - .
for rﬁalistic spectacle., The naturalistic moveﬁent was not
universally Eopulaf. Many traditionalists felt that
naturalism was achieved at the price of tragiz graﬂdeur,

particularly in the performance of Shakespeare, and that the

classical-traditions should be preserved.

&

. 1 Christine Edwards, The Stanislavski Heritage™ ]

(London: Peter Owen Ltd., 1966), p. 187: hereafger‘cited
as Stanislavski. All further references to this work
appear in the text. '

, )
& q o
N .- .
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Professional Theatre Training in.England‘

Y

\ In the 1880's, Frank Benson began a li%Ftime strhggle ‘

- i
.to save the classical acting traditions from extinction.

For a year he studied with actors of the old tradition and

. ¢
then established his own company which ‘toured England until
the end of the first World War. The actors traiming in

. ¢ o
Benson's Company kept alive the classical traditions in

oy
i

British theatre for the next half century.

In’1904, Herbert Beerbohm-Tree, the leading actor-
manager of the period: apd %thé} prominent men of the theatre
including A. W. Pinero, J. M. Barrie and George Bernard Shaw,
founded what 1is credited as the first British theatre scﬁool,

" the Royal ﬁcademy of Dramatic Art (RADA). TPis school was ‘
concerned with the classical traditions and its training
.emphasized the outer skills of the craft - spe®ch and move-

mént. In 1906, Benson and Elsie Foéerty es&%blished the

Central School of Speech and Drama, which alsgﬁbaéed its

.

~r

training on the ciassical approacﬁ. )
\ The establishment of these schools (%hich;will be
studied in greater detail later), and the concept of ; formal
actor 'training programme was a radical departure from the y
1ong“estab1;shed a£d lengthy process that_had existed pre-
viously. Theatre schoolg, with their formalized methods in
thé classical traditions, offered a traiﬂing that was more
effg&tive and efficient thggjthe traditi;igl, hieraréhical

7’

~ Progression through a stock.company. However, although

Lo
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R , actor traiging schools were a startiling inovaﬁion, they

. perpetuated the classical techniques; and the philosophy
that fthéatre existed to serve the star remained iaréely the
same, ae it had.been since the seveqteegth cenéury. The f&

notion of intégrity to the text or that theatre should exist

to.serve the play did not begin to emerge in Britain until

the early '30's.

In 1935, an experimental school, the London Theatre
Sgudio,~was established and directed by .Michel Saint-Denis,
who was later to become one of Europg's great theatrical
figures and a recognized leader: in the‘field of theatre
educati‘on.2 His‘philbsophy of theatre and his concept of
theatre training has had a profound influence on developments
in Britain, America and e%pada, and is largely the basis of

<

current practice.

e

’

As early as 1919, Safnt—Denis, always a non-conformist,

T

:> had been a discipye of Jacéues Copeau who, in reaction to
the spectacular nature of French theatre of that period,

vanted to "free the stage from cﬁmbersome machinery and showy
. 3
effects; and give first place and importance to 'poets'",
E] bt =3 ’\ ’ 1\ Y )
i.e. to the dramatist and the text. Saint-Denisiand Copeau
AN 3
a .
1 i »

2 John Houseman, "In Search of &n American Acting
Tradition'", Educational Theatre Jourmal, 20, No. 1 (March
1968), p. 95. All further references to this work will
appear in the text.

3 Michel Saint-Denis, Theatre: The Rediscovery of
Style, (London: Heinemann, 1960), p. 39. All further
references to this york appear in the text.,

?
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: A . , 1
fought against both the naturalism of the age and the sur-

vival of romantic rhetoric ‘in the interpretation of the
clas;ics. antempdréry ﬁrama,“such;as the works of ISseh
and Chekhov, demanded from thgvactér a new kind of regiism -
a realism which Sainf-Denig bglieVeé could also enrich the,
interpret;tion of the classics., -
In 1922, when the Mogcow Art Theatre with Stanislavski
visited Paris, Saint-Denis was confronted with the kind of ;
realism he was séeking; a realism which‘was psycholggical
rather than photographic in nature.‘ He tﬁen dedicaged him-

-

self’to "an experiment directed toygfd tbg discovery of all
the means by wﬁich reality can be gi:?ﬁtlo fictionm on the
stage"” (Saint-Denis, p. 18). During the next few years
Sgiﬁt-Deniszlconcernvwas with all f;rms of éeality that were
true to life in order to give the theatre-goer psychological
insights which had been impossible under the classical tra-
dition. After some ten years of work and experiméntation
with Copeau, Saint-Denis formed his own company, Compagnie
des Quinze, and took it toKLondonuin 1934,

Following it; éuccess and eventual disintegration,
Saint-Denis established himself in London and formed a new
group in 1935, He drew up plans for a school and with ."the
;ffective support of Tyrone Guthrie, and the close collabora-
tion of George Devine and soon the help and friendship of

' )
Laurence Olivier, John Gielgud, Glen Byam Shaw", and many

other men and women of the theatre, Saint-Denis opened

\

(S -
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The Studio in 1935, and operated it until 1939 (Saint-Denis,

?
&

p.44) .

The purpose of The Studio and subsequent schools founded
by Saint-Denis‘was to fﬁrther the evolution of dramatic art
by traiﬁing people in all branchés of theatre.’ Since s&ch
s;hools, Saint-Denis felt! should be in a pos}tion to limit
entry inta a crowded profeésion té talented students, they
c@hld not be a moﬂeyrmaking proposition., He also believéd
that a ghe;tre school should not exist in isolation‘but
should be related to an active theatre,

The basic ;oncept bghind his notions of theatr; training
was that it shoulg neve;’wbrk from or towards a Sy52§§? but
belpartly experimental; its chief practical pqrpoée was ta
" train actors who could comprehend and ipterpret the thtvas
a whole, and "understand the author's intention and submit,to "
it" (Saint-Denis, p, 92)./ His commitmegt todtextual integrity
precluddg adaptations or cuts to suit the demands of one ér
two performers or to serve spectacle, Saint-Denis argued that
each‘acFor was part of an ensemble whose task was to serve the
play. As such each actor was equally important to its total
interpretation. N

These concepts were a radical departure from all previous
notions of actiné and actor training in Britain. Saint-Denis
Qas intent ﬁpon training the individual actor for a greater
rangé of roféskthan had been traditionally demanded. He felt,

W

however, that the techniques fostered by the classical

ods
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tradi&ion were also important to the modern actor because the
skills of outer expression (speech and movemé%t) were an

. ' _essential complement‘to the psychologi&al techniques usaQ\to
portray the inner life of the character. Saint-Denis
believed that f?hile technique should never be allowed to
Aominate and supersehe invention and interfere with what is

called truth," there was no possibility of expressing ;rugiﬁ

"especlially truth to a theatrical sfyle, without a étrongly

developed technique (Saint-Denis, p. 93).

Saint- Denls training was divided into three maiﬂ>\\\\\\pv//
interdependent parts described as cultural, technical and
a central s;ction cbnce;ned with improvisation and inter-
pretation'" (Saint-Denis, p.. 98). Academic attitudes (the
‘atudy of a subject for its oun sake) were to be avoided;
every cultural and technical development presented to the
students had to have a pragmatic theatrical justificétion. -
For example, a "study of the Copmedia dell'/AgFe was justi-
fied.when”itfwas needed to support practical work in the e

"{improvisation of comic‘characters. Acrobatics came in when
‘ ~students needed greateé physical freedom, bettér timingq\ft
quicker control of their bodies” (Saint-Denis, p. 99).

§ 1
The curriculum was organized into three main divisions:

%

“i . / ) |
Movement, Language, and Improvisation and Interpretation..
Movement classes ranged from relaxation exerclses through
dramatic expression to dancing, fencing and ‘acrobatics;

L ) - L4 ' ~
! Language courses combined speﬁch training and 'cultural

—e
<
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studies' through the examination of literary texts°written

e

in a variety of styles, and practical speech work was based
.on excerpts from the classics. Cultural studies were an
important part of the whole programme and included; theatre
" history; generai history in relation to the great dramatic
pe¥iods and their arts, customs and styles; a study of the
‘world's great .novels and visits to art galleries and mdseumé.
The improvisétional approach was integral to all areas of the
programme, and Improvisation and Interpretation embraced
silent and spoken improvisation and seminar and workshop
study of classical tragedy, comedy and modern realism.
The study of cultural subjects was dealt with princi-
pally éuring the firsf year of the tﬁree-year p;ogramme.
«Various physical training techniques were gradually ;hgsea
out during the second year; the real work of the complex
probiems éf interpretafiﬁn did not begin until the middle of )

the second year, while the study of langudge and vocal

techniques developed continuously especially in the third

{

year.

» By 1939, Michel Saint-Denis had evolved a theatre £r;in—
ing programme which combined the outemrtechniques of.the
classical tradition:gith Stanisiavk\'s theories of the impor-
tance of. evoking the inner life of/the character. However,
Saint-Denis' and Stanislavski's theories made little impact
.upon such schools as RADA and the Central School until the

late 'fifties and the early 'sixties, when some 'Method'

{ = ‘ .
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courses, then in vogue in the United States, were introduced
into their curricula., Now standard theatre training blends
the outer classical techniques with the inner skills of

modern realism. e

Michel Saint-Denis is largelyecreditea with the renals-
sance that took place in‘Englisﬁ theatre after World War I?.
In 1946, he established the widely acclaimea 0l1d Vic Theatre
.,School, which‘was forced to close for financial reasgns in
1952, Insﬁired by the success of the 01d Vic Theatre School,
other professional training schools speedily sprang up.: By
1973, more than Ehirty—eight establishments offered full-

time professional courses,

.

A brief examination of three of London's most influen-
N
- \
tial theatre schools - The Roydl Academy of Dramatic Art,

ghe Guildhall School of Music and Drama and the Central

!
3

School, of Speec¢h and Drama - will provide a‘fair sample ;f -
contemporary qrit;sh profession;l theatre education ;nd a
backgrouﬁd against whigﬁ to consider similar programmes
offered by the CEGEP,

Lacagza“iﬁsgglggar London, each school is fully equipped
in terms of physical facilitieé, which include a library,
flexihle theatre sﬁaces, studio theatresf“bpeech‘laBorat—
ories, studios éor broadcasting and teievision éﬁd all
neceséary workshops- and offices, \

Established in 1904, RADA is a private foundation and -

its fees range from £500 - 8600 ($1,560 - $1,600) per term.

»

%
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The fees are non~refundable and must be paid In advancé each

3

term. RADA candidates may apply %or & limited pumber of RADA/

scholarships and LoaalnEducatffn Authority (LEA) grants, for

/

which certain academic cr;tefia must be met - usually a mini-

*

mum of five '§' (Ordinary) Levels. ] s

——

RADA of%ers three main courses each of which can be
Fol

e

taken only in its entirety: Acting, Stage Management and
Spe'cialist Diploma Coupées 1nchené(é;inting and Design, and ’
St;ge Carpentry. Regular technical classes forﬂprofessional
actor; are hel&rthrouéhout the year, and a éummer sﬁhoél for

actors, leading to the Academy'S°Cergifibate, is given as a

-

three- to four-week Drama Workshop in August. This course is
planned not only for professi;nals and tho;e with experience,
but also for anyone interested in acting, whether or not he
or she intends tﬁ make a career: in the theatre, -

Students who satisfactorily complete the full-time pro-

gramme are awarded the Academy's Diploma, and acting'students

of exceptional promise may achieve an Honours Diploma.“ The ~

i <

Acadeny operates on a/year-round basis with the'Academic
year divided into three terms which vary in length” from
eleven to fourteen weeks; the sixth and seventh terms are
never less than twelve weeks each,. Both the full-timp'Acting
and Stage Manaéement programmes cover a maximum of ninety-
four weeks (seventy-nine mdnipum).

Students are admi'tted only in alternate terms and must

1

_start their couré® in the term of eht}y following the andi-

§

[N 7

|
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tions which ,pre held twice a year. Acting candidates must -

a

o

take an Entrance Audition. . An atademic qualification,
although desirable; is not essential for entrance, but it *

is very unusual for a candidate for Acting to Be admitted to

the Academy under the age of eiéhteEn. Stage Ma%agemént

candidates must’'be at least seventeen and.are selected by

~

interview,. ' ' ‘ -

1}
T

Acting candidates are required to perform two contrast-

o

ing pieces of their own. choice for the auditiom. Of not
- 3 &

-

longer than three minutes, one piece must be a Shakespeargan

i B M ' a

monolo ue;"and only one piece may be directly addressed to .
olog y ome p 3y ectly addresse X

the audience. Potentially successful candidates may be asked |
to repeat their auditions on the same day and have an inter- -

) - o , N . 4 ' e‘: 4
view with the Principal and the Administrator-Registrar.’
, B

» The brevity of the audition leads one to suﬁ%ose that .

either an<*obvious and high degree of potential talent ‘is,

o

demanded of¥successful epplicants, and/or that RADA has an

enormous number of applicants from which to make its choice.
' . 5 a4

Although RADA does not define its criteria for judging

candidates, its international reputation and continuing suc-
¢ .

i ~

[

cess as a theatre school- suggests that their auditions are .

sufficient for their criteria, however 1nadequ€Ee éhey may

s
0

[

\x ! ) o

AInformation received in correspondence with the 0 N
Administrator- Registrar, The Royal Academy of Dramatic Art)
November 1980, .
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seem in comparison with audition policies at Bther schools.

Detailed information concerning the courses was not
2 * N dj‘ <
available. As outlined in RADA's literature, its acting

co%fse consists of two complementary categories qf work

.

which reflect intérnationally established~bractices of 'com— @

bining the ‘outer techniques of ~the craft with inner psycho-
logical processes. The techﬁ?cal gourses are concerned with

"the particuiar skills an actor needs, of which the most
2 . ,

important is that which aims at developing physical equipment
- 1

s¢Q that voice and body can bexfsed with maximumuexpressivé;
5 , :
ness and minimum effort." The second category is concerned

with the art, rather than the craft, of acting and "seeks to

explore the nature of the creative process and discover how

o N

an actor may best use all his resources in the creation of "

charactér.” (RADA, ﬂ. 4),

Practical work on texts begins immediately although the
-

earlier emphasis is on scene studies rather than entire piays. '

. a

Later the balance changes "until in t;e final two terms most
of a student's timebis devoted to intensive rehearsal of
plays which are publicly pefformed in E?e.AcaAemy's . )
theatres." (gégﬂ; p. 4).

'In ;he Stage Management course all aspects of stgge
management are éovered. Sthdepts follow & matural ’

L ® ) ‘ &

©

" 5 The Royal Academy of Dramatic Art 'Brochure, 1980-81,
(Berkshire: Kenion Press Ltd.), hereafter cited as RADA. .
All further references will appear in the text. ; ’

)
< - ’ .
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progression from Stage Hand to Assistant Stage Manager, and

*F then Deputy Stage Manager. Instruction covers a wide field
: i b
of related subjects such as the history of furniture, light-

%

ing, sound recording, scenic design, period costume and

[

business management. (RADA, p. 6).
7 A N

From the outlines“of the RADA programmes it would seem
/ that the main thnusg of their actor tralning is toward %he
acquisition of technical skillé and performance experience.
How'much, if any, academic,wo;k is‘included-in khe‘programme

is impossible to determine. There is no reference to theatre

»

histogf or world drama studies in their brochure, anp if such

. subje ﬁf are included in the programme they do not merit

mention' in the course outline, The three main programmes,

Acting, - Stage Manggement andrTechnical; interact in the

o

course of the School's performgnces.

. A staff of spectalist teachers is reinforced by visiting
% 2 ;
’ . directors. No statisgical information was available with

ey regard to the number of staff or admission of .students. The

< Académy's literature states that class sizes are very small,
and that much of the work jin the programmes 1is individualized

as the ratio of staff to students is high. "
?

The Guildhall School of Mdwic and Drama was first
founded in 1880 as a School of Music. Courses in Speech and

]
Acting were begun in the 1920's and by 1935 the School had

- L3
added 'Drama' to its title. Now located in the very modern
’ and sophisticated Barbican Arts Centre, the Guildhall is .

5 -
4 3

3
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,owned¢@0peréted and funded by the City of London Corporation

at no cost to thg ratepayer and without any’direct support“‘
from the nation,. it is known throughout the world ag a con-
servatiore for training entrants to all‘branches of the ©
prdfessions of music and drama.

Primarily, the School specialises in the training of
performers, although the School does offer a two-year certi-
ficate in Sfage Management. The School also has a department
for individual tuition in Speech ana‘Drgma on a part;time
basis, and a Juni6r\Deﬁartment which grovides training for
talerfted children.. The basic fee for the full-time drama
séﬁdent ié\aﬁpkoximately £1,600 ($3:840) per year.

The Professional Aéting course lasts for eight terms

over three academic years, or apprioximately eighty-eight

weeks, Of these, sixty-six are spent in training, while

the last two terms of some twentf-two weeks "are run as far

as possible as a Repertory Company with professionalw
directors,‘iﬁcluding some from the Royal Shakespeare Company',
another resident of the Barbiéian.6 The courses consist of
rehearsals,réroup tuition, lectures and ind;vidualltutorials
leading to public performancesy

Candidates must be at least eighteen years of age and

although educational certificates are not essential for

ar, The Guildhall School of Music and Drama, '

November 1Q80.< o .

. e ‘ i

&



J‘rﬁ

‘ ' : 122

entry LEA grénts are not awarded unless minimum educdtion -
gqualifications are met (usually five '0' Leveils).
Applicants to the course are required-to attend a

v - 3

breliminary auditipn in Decepber. Those who are successful

return in January/February for further work with the audi-

tion panel, which includes a member of thé‘Royal Shakespeare

Company. The preliﬁinary audition is in two parts: a short

4

movement  warm-up and improvisation followed by a dance
routine, for which no preparation is niecessary; and the per~

fo;ﬁance of three self-chosen contrasting pieces. One of .
these mu;t be comedy, and anofher, Shakespeafe.\ Alivpi;cesl
must be a maximum of’tbrét minutes in length. Candidates ’
are also expected to sing a lsong of their own choice,

-

Students recalled for a second audition undertakeimotre
detailed iqgfovisation, ;nd the voice and audition p%éces
are mo*e thorouéhly examined. -

V On the basls of fhe information received -from tﬁe School

it would seem that the main thrust of their programme is
I \

toward the outer rather than the inner techniques as students
have a weekly programme of six periods of Mévément to four

periods of Speech (plus tutorials) to two and one-half

%

periods of Improvisation.. In the first two terms:

There are classes in Mgvement, Voice,
Improvisation, Singing, Mask Work, Tumbling,
Make-up, Period Dance, and Stage Combat . . .

I There are lectures on the history of Drama. ' 3
Work on Shakespearan text begins and the K
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students gradually progress towards work
on scenes, both in Shakespeare and other
classic agd contemporary authors.?

During the next four terms, the emphasis gradually mgves

a - N

towards performancej although Movement classes and Speech

and Voice tutorials continue throughout the last two terms. -

L]

Media training begins in the second year, and public per-

formance in the theatre begins in the sixth term.

e

The Acting course is staffed by some thirty-two full-

EN

and part-time teachefs, but no information was available

«

with regard to clags sizes or staff/student ratios. -

The Stage Management course requires candidates to

-

have passes in at least five Ordinary Level subjects (unlike
the Acting course for‘wﬁich no academic qualifications are
required), and the applicants must be between the ages of

eighteen and thirty. .

— P

The first year of the course includes theoretical

ard practical work in Stage Management - lighting and sound;
|
the history of architecture, costume and furniture; play

study, voice and acting techniques; the rudiments of music

and score reading, and basic practical work in production.
In the second year, students'speciﬁlize while workinghin the
School's theatres, studios and concert halls. The Stage-

Management Department, which includes the Production-Design

7 fhe Guildhall School of Music and Drama Prospectus
1981-82, (London, Barbican 1980), p. 35. " '

ul G 3.~¢.wm-
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section, 1s staffed by thirteen full-time and seven part-

- 1

- i
. ¢ T LA
The Stage Management programme at the Guildhall is more

time faculty.

extensive than that offered by RAQA,q‘ﬁd, from the outline

available, it would seem similar in many respects to the

e’
13

production programmes offered by the CEGEP. Of particular

interest at the Guildhall are the required courses for pro-

<

duction- staff, in Voice, Acting and Rudimentjzry Music. An

understanding of all the components in theatre is essential’
[ ? ' A

to the notion of an ensemble, and complementary cou;seé'in*

/s

each area are vital for both Acting and Production stuaentslg

. o

Although detailed information .concerning courses,
admission policies and staff/student ratios etc. were not
w N
available for. purposes of comparison, the developments at

the Central School of Sbeech and Drama are of particular

’

interest in relation to the CEGEP. A descendant of the ori-

3 {
ginal School founded by Benson and Fogerty, the Central
School has become much more broadly based and has altered
more radically than RADA in the same périod. Originally

committed ‘to an actpf'training programme designed to per-—;
- N

petuate classical traditions and techrniques, over the last

half-century three separate but related areasyof‘training i’
for actors and theatre technicians, speech the;apists andx
teachers have erlVed. | .

In 1972, the School became grant-aided by the ;nner-4

London Education Authority. By agreement with the

a
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'Department of Education and Science, the School is now
linked with the Department of Teaching Studies of the
v *

Polytechnic of North London for teacher tr ininé purposes,

In all other respects the School has been designated by

v

éhé Educatigh Athority as an independent spec&alist
~est§blish ent of Fufther Education. The School collaborafeé
iﬂ various ways with thekifllege of Education! the Céllege
of Fashion and Clothing Technology, the London Coliege of
Printing, the Ceﬁtral School-of Art and Design, theé Lonaon
Colléege of Furniture and the Wimbledon School of Art,
Tﬂe Schpol consis%s of three departments. TheyStage
Department of%ers both an Acting and a Technical %Tourse -
a two-year programme with an optional tﬁird year for spe-
cLalizgtion. The Acting cou;se prepares students for'a wide
range of work in every branch ofithe theatre and related
media. The Schabl in its literaturé to prospective-students
emphasizes that acting, movement and voice are not separate
subjects but different aspects of the one activity. Someé
dozen or more productions are given publicly by students in
their final year in a wide range ‘of plays presented at éhe
School's Embassy Theatre and on tour,
The Tea?hers' Department offers a three-year B.Eq
'degree in Eon&unction with the North London Polyteéhnic.

8
A fourth (Hons.) year fb under active consideration. A

8 Information received in correspondence with the
Registrar, The Central.School of Speech and Drama,
November 1980.

N - —

o
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l
B.A. Hons. Language and Dgama 1; also offered by ¢he School
in conjunction with the Westfield College of the University °'
of Lonigz. Candidates for botﬂ‘degfeé programmes must be

.

at least eighteen years oiq_and have a minimum of five '0"’

+

Levels and two A" Levels, inciuding English Literature.
\
The stydei)?y based at the Central School, are taught hy
the staff of all three Col%eges and are prepared to teach
English and Speech and Drama at the secondarx level.

The Ieachers' department also offers two diploma courses
for Advanced Study in Speech and Drama for:teachers with a\\%
minimum of five years' experience. This.-One-year,
full-time éourse, approved by the Department of Education

and Science, provides basic training in voice, movement,

rehearsal, practical theatre presentation aqg_%gyects of

'speech and drama in education, Also, every student mnust

- select a special theme to be studied intensively and pre-

sented in the form of a substantial piece of written work.
f .

¢

The second course is a three-year part-time study in

-~ ¥

extend their knowledge of Drama and Speech and English in -

its oral aspects. ”The course content is specifically
' 7 ‘
oriented toward the classroom,.

In the Speech Therapy Department students are prepared
in three years for the Diploma of the Licentiateship of
the College of Speech Therapists. There 1s a considerable

academic syllabus as well.as practica%aand clinical studies.

{ ' 1

1

o
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14

§ . .

Negotiations are under way for the Course to be recognized
9 . : y

as a B.Sc. Hons. Speech Science. . _— ¢

The departure of the Central School from its traditions
of strictly professional training‘was largely due to the

development of tﬂe Drama 'in Education movement in Britain in

1

the late 'fifties and early 'sixties. Many theatre schools
;owlcollaborafe with Local Education Authorities and the
Department of Education éné Science to offer drapa-relaéed
programmes and‘courses\to teachers {n training;qgnd advanced -
courses and, diglomé; for those already qualified.

| rIn general, British theatre schools'continue to teach
the skills of Ehe profession. Thelemphasis is étill upon
movement, voice and speech techniques rather than upon
improvdsation and the inﬁer techniques, although these lat-
ter skills do” form part of a comprehensive programme designed.
to equip the actér with a wide range of -skills. Productioﬁ
experieﬁce plays an important part in British training and
third;year students mount some twelve cor more productlons
in various styles. . l ’

Most British Schools are'within easy reach of pro-

fessional'theatre'companies3 and working members of the..
profession are available to augment the full-time faculty:

The Guildhall 1is particularly fortunate in its close

association with the Royal Shakespeare Cdmpany in the

“~ .

«

9 Information received in correspondence with the
Reglstrar, The Central School of Speech and Drama,

November 1980,
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Barbican Centre.’ Although in their brochures RADA, the
Guildhall and lthe Central School all support the notion
that a good %eneral education should be part of every

éctor‘8x€qu1pmenf, none of the schools does’ more than pay

"11p service to the idea. The fact that these eminent

schools, and so many others l;ke them, regard academic
gstudies a8 the least important facet of theatre training

constitutes a major weakness in their programmes,

q

Professional Theatre Trainin&vin the United States

British stock company traditions formed the basis of
American theatre practice until the late nineteenth century,
By the turn of the century American actors had begun to
evolve h?merous theories and methoés of acting. The differ-
ent theo;ies gave rise to two major cyntroversies’namgly:

(1) whether acting can or can not be taught; (2) whether or

not the actor should feel the emotions™Nf the role he is

- -

playing. -

2

Schools of acting based on current theories such as the
Empire Theatre Dramatic School (1897) and the Leland Powers
. 10 .
School of the Spoken Word (1904) became popular, Text~

books in vogue revealed an "emphasis upon the conscious

-

‘ 10 preq c. Blanchard, '"Professional Theatre Schools
in the Early Twentieth Century," in History of Speech
Education in America, ed. Karl B, Wallace (New York:
Appleton-Century-Crofts, Inc., 1954), pp. 618-20,

@&

-~
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control of the outward appearance of emotion, by controll-

|
ing the'quality and inflectioms of the voice, and the
3
movemenffs of the body or eyes,”" (Stanislavski, p. 164),

1

The majority of texts, however, stressed objectives rather

€

than techniqiies, and most systems and methods of éraining

claimed "nature" as their model whether they belonged t8
the school of thought which believed that an actor should
analyse and experience the emotions of the character, or

those who believed that creative expression depended upon

the carefully cultivated and conventional ﬁebhnidues of the -

a

classidai tradition.

The twentieth cantury phenomenom éf the fiim industry
had an even greater impact on theatre in America than‘it did
in Britai7. With the advent of motion pictures,lthe enter~
tainment’industry was concentrated in two widely separated
areas on the east and west coasts of the United States.

“w -

Drama and theatre survived in the hinterland largely because
of what were essentially Ligeral Arts Drama programmés in
the universities and colleges. When in the early 'twenties
both state and privately endowed institutions of higher
education began to build ela;orate ;nd Sophisticatgd theatre
plants wikhin their estaﬁlishments, tﬁey ;erved as cpmmun&ty

theatres as well as training facilities. Today many univer-

sities have professional theatreé attached to their
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- " institutions and offer B.F.,A, and M.F.A. Theatre degrees,
. , , v

Apart from the Liberal Arts programmes offered by the
academic institutions in the 1920's, any professional

training of note was to be found ip Hollywood or New York.
- 3

Since the training establishments on the  West Coast wvere,
and still are, oriented more toward the motion picture
industry than the‘staée, it is more fruitful to ‘examine the

* evolution of theatre training in New York.
¢ £

. kS A
The late nineteenth century controversies surrounding

» -the theories related to emotion versus technique lasted

™

o until the advent of Stanisfavski. When the Stanislavski

System was brought to America in the 'twenties it became

*

the b%ﬁic of theatre training and practice? The classical

v

d#gci;lines gradually disappeared to be replaced by the
e

. ’
4

fystem and later, variations of the Sysggm known as the
}'Method‘.

(94* Constantin Séanislavski (1863-1938)- was the son of a

) we;lthy Moscow ‘business man, whqse family,wasrinterested in

all aspe;té of theatre. He was always immersed in actiﬁg

ané producing, and "sought‘almost from the beginnidghfo dis-

cover means of improving acting as'an art ... C&ni] strove

11 The development of college and university theattre
& programmes, and the unresolvgd'controversies related to
professional theatre training under the auspices of insti-
tutions of higher education were treated in ch, 2. For '
further information on this topic see "The Humanities and
the Theatre", The American Theatre Association Report
(Washington, D.C.: American Theatre Ass., 1973)

AN
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to secure the belief of the audience in the reality of his

offerings" (Stanislavski, p. 27). By 1897, Stanislavski

had proven himself to be an ingenious and imaginative p
director; "he had already developed such techniques_for the
actor as belief in the givenycifa?mstances and, communion’
with one's partner, and had learned to seek his exampies in
life" (Stanislavski, p. GOﬁ:‘ - -

4
Vladimir Danchenko, a dramatist and teacher at the ’

Philharmonic School of Drama, was working toward the same

o

goals as Stanislavski.  The historic meeting between the
two took place in June 1897, At their first meeting the 1(
basic principles for the organisation of a new theatre were
. .
agreed upon. Later known as the Moscow Art Theatre (MAT),
the company was recruited ‘from puplls of the Philharmonic
School, Stanislavski's actors®at the Society of Art and
Literature, and certain chosen professional actors.. Working
as an ensegb%e the new coﬁpany[throﬁgh a search fo} inner
truth,)for truth of feeling and ekperience, was in revolt
against:

The customary manner of acting, against
declathation, against overacting, against bad
manner of production, against the habitual
scenery, against the star system- which spoiled
the ensemble, against the light and farcical

« ' repertoire which was being cultivated on the

Russian stage at that time. .(Stanislavski,
« [ p. 71)

3

Thé"spiritual birth of the MAT, and a new phase of

acting, was begun and continued with productions of Chekhov's
- N

t

B I LTSIy VRV PR - I NN




. . - N 132
.A6 K" I "‘ .. “ N Al -’
.playe}y The embryonic 'inpeé technique' and the methods tried
» ’ o , ! ‘
Q; in tho%e productions would later be developed into the r
LN l\\' ' P . ' ! 1
' Stanislavski System, in which he constantly emphasized the
. -8 ' s
need for the interaction: of inner and outer techniques, and
. o { ° 1
. R : J
which later popular misconception was to: equate with an act- g
ing style. - ) > < e
; { ' o~ 4 ‘.
' Throughout his life Stanislavski reiterated thdé his -
' System was not a recipe for becoming an ector or: playing a
. part but rather a way for an actor to fiind "the correct
4 °
' gtate of being on the stage" (Stanislavski p. 297). He
. believed that the actor must experience real emotion and he
. 4 9 . - .
must identify with the character he portrayed; ‘that the actor
should draw "upon his own' past emotional experiences; ‘and,
q r
4 LN
above all, he must learn to spéak and behave as naturally on
. the stage as a person would in real life. Summarizing
¥ . - . .
. Stanislayski's methods for assisting the actor in the N
, iiterpretarion and execution of his role,"Christine Edwards
suggests that: . ) }' ( S :
- , / A .
’ Among the most:.valuable aids to this ‘
end are the discovery of the ‘trunk
1ine of the lay, and the superobjective,
c and the main acdtions and objectives of the ° . i
N °  characeter; the playing of actions; the use e
of ,counteraction; the use of the five
sengses to express actions and inner states; »
7 the use of emotion (affective) memory; the
inner monologue and‘the actor's creation
- . of images in response to the thoughts , of -
. ’ his own part and the lines of his partner, AN
; ”( A further contribution in this area is his -
k. emphasis upon the use of so-called external
~ * techniques such as intonation, inflection,
pause, tempo-rhythm, and body movement‘ in
L telation t8 the inner scheme of the play and °
a ‘ the character. (Stanislavski, p. 311) 9
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From 1897-1938, the MAT under the guidiﬁg hand of its’
' N

cofounder Stanislavski was acclaimed in Russila, in Europe’

P

and also in America, which it toured twice in 1923 with

great success. At the end of the tour some of the members

of the Company elected to stay in America. One, Boleslavski,
began a serles of lectures at the Princess Theatre in New

York, agnd later in the year started a School in an apartment

+

on 60th Street, where he was joined by two members of the

o

Company who also remainqd behind. This School, known .as

the Americ;n Laboratory Theatre, introduced American actors

to the aesthetics and methods of Stanislavski and tke MAT .
In 1929, Stanislavskl wrote a piece called "Directing‘

énd Acting" for Bhe Encyclopaedia Britannica. This article

was basically an_outline of his System. In 1933, Boleslavski's

Acting: The First Six Lessoﬁs, was published, and became the

stanaard university text and a favourite of'%rofessional
12

actors. In 1936, Stanislavski's An Actor Prepares, which

Adescribeqxhis System®in detail, was published in America and

it was received with great acclaim by critics and actors
13 .
alike. , Between 1930 and 1945 defectors from the MAT

12 Paul Gray, "Stanislavski and Ameriica: A Critical

‘Chronology," Tulane Drama Review, 9, No., 2 (Winter 1964),

P. 32; hereafter cited as TDR. All further references to

this work appear in the text, ;

»
13 constantin Stanislavski, An Actor Prepares, tran-

slated by Elizabeth Reynolds Hapgood (New York: Theatre
Arts Books, 1936). i :
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those first-generation proponents "became a matter of coach-

I
opened studios in both New York and Hollywood, and "young

American disciples ... [applied/ their learning to experi-

o

mental theatre productions preparatory to incorporating the?

System into the mainstream of American theatre" (TDR, p.- 32)

f
Three students destined to make significant contributions to
. I'd

the development of the System in America were Lee Strasberg,

Stella Adler and Harold Clurman. .

1

"The ranks-+of those who had brought the System'to America

thinned rapidly during the 'forties, and the teaching of

4 3

» a4

v, ’
ing alonef{§eparated from theatrical production’ (TDR, p. 41).

N [}
A second and third generation of performers, directors and

teachers established their careers, became notable directors
or set*upvtheir own‘schools. Inevitably the Stanisldvski.
System was open to interp;etafion, adaptation and change.
It was durihg Fhis;period ‘that the misconception that the
Sysgem was an acting style developed. The 'Method' as it
became known attracted '"many df@ciples who were recognizable

by-a certain stahce, certain gesture, certain tones (or non-

tones)" (Stanislavski, p. 1). Lee Strasberg, behind the

scenes in the’early 'forties, became very much the Hethfd
prophet as t;eﬁdecade reacheg its end.

In 1947, three former studepts and associates of
Strasberg's@- Elia Epzan, Robert Lewis and Cheryl Crawford -

formed a school. '"The Actors Studio", as it was called, -

was intended to be a traiﬁing gfound for young professionals.



Among its Ffirst students were Julie Harris, Montgomery
Clift, Marlon Brando and El1i Wallach, By 1951, when

Strasberg joined the staff of the.Studio, Stanislvski's .

Buildigg a Character - the sequel to An Actor Prepares -
14 - .
had been published. The importance Stanislavski attached

to the thea;rical elements of stage production was, ho&ever,

ldrgely lost upon the actors, directors, and teachers who

ket

by now were almost exclusively committed to the inner

approach to & role through the personal experience of the

actor. ) ] !

.

The failure to understand Stanislavski's belief the
need for tgaini‘g in the outer techniques of speec n

, *
movement .resulted in a training in which the emphasis was

\

-

almost solely upon thé training of th'e psyche of the player;
and very little emphasis was placed upon training the instru-
ment : the bodx ~ for disciplined communication. The suc-
cess of the Studio led to the establishment of Method

schools across the City, and the field was flooded with
actors trained in varying Method approaches. The result

was a proliferation of actors who were able to "féél" a

role, but very few who were\ab}e to communiéaQe their in-

¢

sights.

- ’
L]

14 Constantin Stanislavski, Building a Character,

translated by Elizabeth Reynolds Hapgood (New York

Theatre Arts Books, 1949). ‘

<
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The Method worked welf for the interpretation of works

. by writers such as Inge, Williams, Albee and 0'Neil, whol

vere writing‘basicaliy psycﬁological dramas in which the
inner self iseverything and the speech fails to r;é% much
above the level of ordinary life. Method actors were less
successful i;\meeting the demands of Shakespeare and other
classical dramatisgs because they were not trained in the
techniqueé,atradiiions and sé§les required éor non-
naturalistic plays. Despite the protests of mo;e conserva-

tive actors that "the great quest for the 'natural, honest

.

and true' was destroying the«theatre in theatre” (IDR, p. 44),

the pgreat classical repertoire and its traditions gradually

~

sank into virtual oblivion on the American stage for some

thirty years.

Early in the 1960's, a dramatic change in repertory at
*

the Lincoln Centre gave indication of an impending move
away from the emphasis on the naturalistic drama of Inge,
Williams et al. The new trend was towards the classics and

the plays of Brecﬁt, Beckett and other wriggzg/wﬁase work

did not lend itself to Method ;gﬁerﬁfEE;£ion. In 1961, plans

for the formationmaﬁ/tﬁg/iincoln Centre Repertory compaﬁy were

[

announced, with an opening date planned for the beginning of

‘ the 1963 season. With Elia Kazan as director, a troupe of

i

thirty~five actors would undergo a period of seven months'
)

training which, it was stressed, would be anti-psycho~-

analyticél (TDR, p. 54). 1In 1963, Strasberg and the Actors
(!

Studio announcéd plans: for a theatre company committed to
s ]
N

- -

N
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@ Method approach, and, apart from the courses offered by

the universities and colleges and ephemeral Method schools

of varying degrees of competence, these two majJor companies

and their training programmes were the recognised imstitu-
° |

tions for professiongl theatre students until the end of the

decade.

’

i

Another development which took place in the 1960's was

inaugurated in the late 'fifties by the Rockefeller

Foundation which conducted an enquiry into theatre training -

in the United States and Europe. Upon completion of the

enquiry in 1958,

Michel Saint-Denis was invited to the United

States as 'consultant' to the Julliard School of Music which

was contemplating the foundation of a professional acting

school. His "familiarity with the classical theatre both in

England and France, combined with a contemporary approach to

‘ \
education and training for the stage" (Saint-Denis, p. 13),

]

allowed him to bring an intermational point of view to the

introverted practices currently in vogue, Saint-Denis.

aware of:

4§

’
” -

\ \

AL

N [T]he development of a realistic tradition

| more or less based on Stanislavski's example
[found that] American theatre, not only by
"method', but in basic outlook and, so to
speak, by constitution, was realistic, Any
evolution, whether in subject-matter or style,

the need for which was being expressed by
several dramatists, directors and critics,

would have to start from the deeply ploughed
field of realism in its different aspects.

(Saint-Denis, pp. 13-14)

v

\

In a series of four lectures given to the American

A\
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Shakespeare Festival and Academy at the Plymouth Theatre in
New York in March 1958, Saint-Denis expressed his belief

that theatrical naturalness limits the actor., He éuggested
that the need of cdntemporary theatre was to transpose the

reality of 1life into an expressgive theatrical style, Such
style, he felt, could best be achleved through the techniques

of modern realism in conjunction with a study of classical

’

traditions; which demand a most exact diction and physical &

elegance, Saint-Denis stressed the importance of inter-

——

pretation, textual study, and the inter-relationship of all

' b

theatre arts.

Saint-Denis' approach to theatre training in America

. -

found expression in the programmes of the Drama Department
of the world-renowned Julliard School of Music in New York,

which opened in 1968 with Saint-Denis and John Houseman as o

co-founders and directors. In a convocation address
4

delivered by Mr. Houseman at the School prior to the opén—
+ing of the Drama Division in September 1968, he argued that:

[A] fter more than a century of
commercial exploitation, the American
theatre, for all its occasional flashes .
of genius and energy, had neither pro- N
fessional tradition nor cultural status.

'The present situation of a total lack of
professional personnel trained to meet the '
rigorous creative and technical demands of
a continuing theatrical operation, was the
result of training methods that were frag- )
mented, disoriented and totally lacking in
the technical disciplines amd standa®ds re- '
quired of professional musicians and
dancers." (Houseman, p. 95)

St
’

& -

P,
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Mr. ﬁouheman went on to say that it was hoped that the example
of the Music and Dance Divisions of the Julliard School would
encourage the'students of thg Drama Division to accept the
necessity for a deggée of vocational skill heretofore unknown
to theatre trainees in America,

Since-{fts founding in01905,;the School's tradition was
that of a pr9fessional school with a somewhat narrow concept
of vogational traininé. In 1968, after a period of r?assess—
ment, it committed itself to the belief that the acquisition
of technical skills does not in itself constitute a,full‘
education or even an adequate vocational preparation for the
student who aspires to a careerfin the performing arts. Its
new curriculum, while designed to give the student the neces-

v

sary skills to the highebkt degree’possible, at the same time

”

directs the student to a consideration of the entire art.

Ll
Thus the student is expected to have a broad knowledge of-

his art, a familiarity with its history, its literature, and
its techniques, as well as an understanding of the felatyon-
ship of his art to the social and cultural environment in

which he will practise it, ]
4 0
Like the Guildhall School in London, the Julliard

School 'is a fully autonomous constituent member of a pro-
fessional Arts Centre-, the Lincoln Centre, which is made up

of the major orchestras, opera and ballet companies in New
) ‘ )
"York, as well as housing the Repertory Theatre, and the

/

Library and Museum of Performing Arts. Any student, of this

%

Wt s PR Tt Bl oA, e St e 1 NEAT e 3




140

T~
School is, therefore, in daily contact with leading artists
and perfor;anées oE the higgest caiibre. The‘complex built
for the School by the‘antre contains model facilities for
;faining 1& the performing arts and the emphasis of the
School has always been on a thorouéh training for, and i
through, performance.

To be eligible for admission to the School a student
must have as a minimum a hggh schooi graduation'certificate.
All applicants mﬁst give evidence of sufficient prior pre-
paration in their proposed majors to warrant consideration
for entran;e examinations. Admission to the Schoeol is based
mainly on the results of a competitivg performance examina-
tion in the major stud&. Only in exceptional circumstancest
are students of over thirty years of age admitted. Annual
tuition fees range from $§,000 - $4,000. Completion of a
chosen course of study is recognized by a Diploma. The
degree of B:F.A. is awarded for the major study of Dance .
or Dr;ma in conjunction with academic curricula. ﬁy

Julliard, which accepts 25-30 students eacg year for
the Theatre' Centre, is the only professional school which
has clearly articulated objective criteria for the sélection
of candidates:

4

-~ .

/The purpose of the audition is to
select not only individuals but a group
which seems best prepared to enter this
course of study '‘and to work together.
Beside- the -applicant's present acting
ability, therefore, the jury will consider
personality, physical and emotional equipment,

&
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experience, and compatibility with other
elements of the class. 15

Applicants are required to prepare, without the help of a O

+ teacher or coach, two scenes of not more than five minutes in
7z N ~

length: one from the ¢lassical repertory, and the other from

a play written within the last hundred years,

.
The School's concern with a candidate's emotional equip-

ment, experience and compatibility is not shared, or at least
artiéulated, by the other professional schools in this study.

Julliard's selection criteria aﬁd its broadly based programme

Fl

represent a major advance in theatre training, »i

The Julliard Drama School is unique in that it is a pro-
fessional theatre school which ‘offers university level p;o-‘
grammes. This policy is in keeping with the Julliard's
tradition of a professioﬁalism which relies upon more than
the acquisition of technical skills., The four-year basic

<

@ﬁraining programme provides an integrated curriculum in

/ :
Dramatic Interpretation, Techniques and Culture. The main-
7

concerns are with interpretation and the techniques which
‘will increase the, actor's range of expression. Out of a
" total of 155 credits, 68 credits are given for Interpretation
courses, 36 credits for work on Techniques, and the remaining
'

15 theatre credits are divided among courses in Theatre

History, Period and Style, Dramatic Literature (stﬁ¢ied by

I

-

) 15 Information received in correspondencé with thée w
Assoclate Dean and Registrar, The Julliard School of Music
and Dr'ama, .November 19800 ' ‘

, w
! | L

an
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genre), and one three-credit céurse in Stagecraft.  In

addition to the basic undergraduate theatre curriculum, the
students concurrently undertake an academic programme for

some thirty credits. The course of studies includes required
wvork in English Literature and Wri;ing, the History of Western
Culture, and one Pswchology course; e}ectives may be chosen
from amgng Foreign Languages, Literaturej} Music or Art studies.

The basic training pfogramme is similar to that outlined

by Saint-Denis in. his book Theatre which was based upon his-

American lectures in 1958, Dramatic Interpretation develops

over the four-year period from silent, individual inter-
pretatiﬁn to‘participation in ¢three public productioens in
repertory ié t@e‘final year. The closely-related Techniques
pfogrammé, based on body and voice trai iné, includes both "

the inner-1life skills and the outer tgchniques of the class-

ical tradition. 1In the first‘year time i1s-divided between

body, voice and speech and cultural instruction. Great

importance is attached to Improvisation in its various pro-.
gressive phases, initially as an aid to self-expression and
later as an aid 'to interpretation, while at the same time

the studént is Introduced to non-dramatic and then dramatic

g s

texts,
During the second year emphasis continues on improvi-

sation, but at mid-year cultural, technical, and ixprovi-

sational work and skills are joilned with problems of inter-

pretation through the study of plays of the past and present

-
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in as manzlgifferent‘stzéffvas possible.

The thfrd year's work centres on %nterpretétion,'and
plays from various periods and of different genres before a
limited audience in the Workshop Theatre. 1In ‘the fourth
year, three pr9ductions'in different styles are presented in
repertory before khe public. These productions are then
scheduled for im-school perfqnmances throughout New York

State,

Although the Julliard programme is based largely on -

. Saint-Denis' concepts of theatre training, the four-year
P .

o

dégree p;ogramme reflects’the influence of tﬁe Julliard
School of Music and its traditional cdncern wiéh a training -
in which cultural stud%ss are regarded as essential to pro-
fessional artists,

The basic training concepts voiced by Saint-Denis ‘fre
sﬁpred by many others in the profession, and in the decade of
the 'sixties, largely through the efforts of‘the.Internationa}

Theatre Institute, theatre artists from all over the world

b ~

, 3
began to observe and understand each other's methods., A

-

general concept of training ;volved in which Stanislavski's
stress upon the inner technique was allied to the teaching

of technical skills and studies,in interpretation. This
integrated appréach has since become the estab;iakﬁa\gode 32//“
theatre training in both professional schools and universi-

{
ties. However, the degree of importance that should be
)

_ attached to cultural studies in actor training remains a

¥

L . )
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subject of considerable controversy between educational

-

theatre programmes and professional theatre schools, Current -

international trends are towards Liberal Arts training in the

Julliard model. S,

- e

. Professional Theatre Training in Canada

Professional theatre in Canada in the early 'sixties
offered little scope for graduates of either the recently

established National Theatre School or/the few’existing.un;-

versity programmes (see ch. 2). Theatre development in

-

Canada had passed through four distinct phases: (1) the

garrison theatres of the eighteenth and early nineteenth

( K}
centuries, (2) the era of local repertory houses and visits

L .
from American\gpd British touring companies throughout the

nineteenth and early twentieth centuries, (3) the decline of
commercial theatre between 1920 and 1940 due to the popular-
ity of motion pictures, and (4) the rise in the 'forties and

'fifties of the little theatre movement and university

2

theatre. ,

Theatre traditions in Engiiéh—speaking Canada oWwed much

to those of Britain and the U%ited States; and Canadian pro-
“ ;

£

fessional theatre had a sporadic and somewhat uncertain

history until the nationalistic fervour of the éarly 'sixties

led to a renewed interest in the drama and encouraged the

g;owth of indigenous drama ;nd professional theatre companies,

At the start of the 1965-66 season, noted Nathan Cohen, the

English-language professional theatre in Canada consistéd of:
»

18
o
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[aﬂen theatres across the country; .
strétching from the Neptune in .Halifax to
the Playhouse in Vancouver., We had one
national touring company, the Canadian
Players, and five genuine repertories - the
Stratford Festival, and the Canadian Players,
the Charlottetown Festival, Neptune, and

»

Workshop Productions, We had six companies which ~

operated the traditional late autumn to spring
seasons, three which performed in the summer
only, and one which began in mid-winter add ended
in the late autumn. We had three institutions
(four, if you include the annual touring revue,
o Spring Thaw") which were more than a dozen
years old, and two - the Charlottetown Fe¢stival
and Edmonton's Citadel —‘which wvere just ending

- their first season. We ‘had three theatres with
rehearsal, wardrobe and production facilitiles
on the premises. 16 , .

Prafessional theatre trdining in Canada prior to 1951
cong'isted mainly of courses in acting and diction given by

private teach®rs. Generally, trainee actors leakned their

b &
craft with professional groups in Canada, the United States

or Britain, although many studied at British professional
schools. The teaching of Theatre Arts as an o;gaﬁized and

3

o
institutionalized process in Cdnada had its inception in

Quebec.
In 1952, Montreal's Th'édtre de No;jzst Monde opened an

Aigﬁng\school. Staffed by members of the troupe it was a

Fryy +

first attempt to give more comprehensive training to young
-

people with theatrical.ambitions, The company gener-

ally recruited its actors from among the studentsﬂgf the

3

.
! v

16 Nathan Cohen, "professional Theatre in English
Canada", The Stage in Canada, Theatre Year Book 196 5-66,
13, No. 8A (1967, 6.

L]
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school which operated For several years until it had to closé

for financial reasons in 1556: This endeavour whs)important,
. . . 1

' . however, because: . , -
) ¢ . [Tt] established the idea of a schobl ﬂ\
which, like the 01d Vic Theatre School or the X2
: . Strasbourg School, would combine in one autono-
, mous organization the teaching of all the '
disciplineﬁ?ﬁecessary to the practice of the
) dramatic ar'ts (acting, production techniques,
. ¢ stage design) and the training of young stage
' performers. 17

° 5 .

?;) A second institution, the Conservatoire d'Art Dramatique,
o . © ’
. was set hp in Montreal in 1954, Like RADA, the Congefvatoire

! \ was a stronghold of the ‘classical trLditiqn: ' - N

-
‘
N o P

/N ' . Oriented essentiaﬁly to the study of the

. ‘”'French classics, it fostered an ideology of
perfectionism in kpeech and movement, a .

heightened sense of the dignity and rigour of /
- the dramatic art, a profound respect for tra- )
dition, an appreciation for the set ways of
the theatre, a primaby of correct diction and
a systematic rejection of local theatre,
- ' . (CCR, p. 98) ( .

Al o

The examp@ﬁ afforded by these two schools inspired the

. sy =

- ‘ proponents of English-language %heatre in Canada to suggest

» a professional theatre school on a national basis which led

to the esﬁqbiishment of the bilingual Nat}onal Theatre School

o

»

‘k% of Canada (NTS) in Montreal in 1960. The need for such a

school had been voiced many ‘times over the years, but it was

¢ o
7 ' - P , ’ 3

4

17.Rggprt of the Committee of Inquiry into Theatre
-Training in Canada. (Ottawa: The Canada Council, 1978),
p. '98; hereafter cited as CCR. All further teferences to
’ ~this work appear in the text. '

e 9

o
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the Dominion Drama Festival w?ich actively recognized the
?
A need in 1952 and approached Michel Saint-Denis for his advice.

\
4

M. Saint-Denis, who had adjudicated widely in Canada was
unable to remain‘here at that‘time and the idea of a natignal
theatre school remained in abey;ncé unF11“1958 wvhen Saint-
Denis was able to return to Canada. | .

¢ . After several meetings of interested groups and ‘

4individuals certain basic decisions were made in May 1958:

&

. . e . )
5 1. That a Canadian sc%ool should be conceived ©
A ' ;gbng the lines of M. Saint-Denis' principles,
a

pted to suit conditions\in Canada.

. .
. A ¢

2. That it should be a national schoo%.

' 3. That it should be co-lingual 14 the sense
W that it would provide training in both
. French and English traditions under the
- same roof. .
" . < 18
‘ 0 o 4., It shopld be completely independent.
9 t
Y - S
IE&May 1959, the Canadian Theatre Centre agreed to form
. © -a pilot committee,'with Michel Saint-Denis as advisor, which °
/—\\) i . would be Estrusted with the task of formulating policies and
i bringing the school into operat‘:'ion.0 ' , - L
v -~ . ' .,
) The structure and basic founding philosophy of the
\ - ' TN
. National Theatre School were established by Michel Saint=Denis,
’ N ] © )
= N Canadian THeatre Centre Recommendations, "A Plan g
\\\ for the Establishment of the National Theatre School of —_—
Canada - Fcole Nationale de Théftre du Canada" Ratified
by theBoard of Directors, Canadian“Theatre Centre,
‘ February 1960; hereafter cited as CTCR. All further re-
a ¢ ferences to this work appear in the text. '
( ’ L , B ’ . f[:
\ - © [ a
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Powys Thomasg once a pupil of Saint-Denis' and a graduate
of the 01ld Vic Theatre School in London, and Jean Gascon,

Artistic Directlor of "Le Théatre du Nouveau Mondeﬁ and -

3

treasurer of the Canadian Theatre Centre. It was decided

N

.that the school should operate in both English and French;

that adolescents only would be recruited; that the‘length of

training should be a minimum of three years; that the train-.
ing woﬁld be based on classical disciplines; and that the -
pzrpose of the/school ngld\be "to train actors, designers,
and technicians for the professional theatre" (CTCR, p. 7).

o\

The aim of the 8thool was '"to bring E?glish and French.
gpeakfng students together in one institution so that by
meeting and working together they may become familiar with
traditions other than their own, and in time develop an
approach to theatre that will be both unique aéﬁ Canadian"
(CICR, p. 7). |

4

Three factors contribute to the unique quality of the

]
°

School: (1) despite its co-lingual structure, it has a
o0 '
unified faculty and philosophy of training, (2) the non-

k. : "
academic programme "forces graduates to seek employment in

° a p$ofessional situation ..."; and, (3) the School has no

seniority obligations to faculty who, unlike their couhter-
s 19

parts in eolleges and universities, do not have-tenuwe.

kS 19 philip J. Spensley, "A Description and Evaluation of

the Training Methods ‘of the National Theatre School of Canada,

English Acting Course, 1960-68", Diss. Wayne State University,

1970, ) ' S
1
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The Séhool has a large Board of Governors, and 1s run'
by a Board of Directors, which currently consists of* five
Members and eight Members at Large.zo Its staff of some
eighty full-time and part-time 1nstructor; are all working
professionals, and each year professional actors and
difeé;ors are invited to work with the students on a casual
basis. AN '

Th? School offers training in both Acting and Produc-
tion, and an Anglophone Playwriting—Section wa; introduced
in Séptember 1980. The Acting course provides‘separate but
;;milar training programgfs for both French and English
spegking students, while the Technical ProJuction and Design
courses are bilingual in nature, instruction being given in

the instructpr's language., The programmes of study are

described as "intensive, arduous, challenging and creative"

"and it 1is stressed that the promise of the Schoél to its

.students is not to produce accomplished artists but rather

to provide them "with a concrete basis on which /[they/ may
21

- build [their/ art." . \ _ ‘e

Enrolment statistics for 1980-81 record a- total of 145

Y .

20 From 1976-79 the Chaigman of the Board of Directors
was Jean-Louis Roux, ArtistictDirector of the Théltre du °
Nouveau Monde., The Governors, members of the Corporation ,
and Directors form an impressive list of those men and
women who contributed and who still contribute, to Canada's
professionai theatre. ”

21 the National Theatre School of Canada, (Montreal
Depot legal, 1977, p. 3.

e
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-studen?s including students in the Frencli-language section.
Enrolment has increased annually (see Table 2, p. 151),
The division of students by section and course is described

*

in Table 3 on p. 152. Tn 1980, the school introduced a
Preparatory year for promising stgﬁents who, 1t was felt,
. were not ready for the current programme. Priority is given
to Canadian students but tﬂe School does not determiﬂe
enrolment on a quota basié according to geog}aphic region or
province wi%hin Canada. (Foreign students are accepted wﬁen
space is available). Ability is the deciding factor.
Admi;sion.is decided solely on the basis of talent ;nd com-
mitment, judged through auditiéns and interv_iews.22
Auéitions and interviews are held in majpr'citiés across
Canada each year during ﬁarch and Aprii. Auditions. take two
days and ten-twelve candidates are seen each day. All students
must have completed high sghooivat the time of admission and
show sufficient knowledge of thé language and culturé in
which they plan to study. Acting Course students are accepted

4 ‘
only betweeq‘the ages of 18 and 25 years, although exceptions

are considered in special cases. The age limit for Production

students 1s 30 years. ¢ ‘ .

Whag the School opened in 1960, some thirty-two candi- Al

dates ﬁere*selected from among 116 spplicants. In 1980,

3

seventy-seven candidates were accepted from among the 818

, continued on p, 153
22 personal interview with Richard Dennison, Director
General, National Theatre School, March 14, 1980. 1

"
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. {
School year Number of Accepted Total number of
Année scolaire candidates candi#dates students enrolled
Nombre de Candidats Nombre total des

candidats acceptés éleves inscrits
1960-61 116 32 - 30
1961-62 175 42 / 66

1962-63 170 42 87 .
1963-64 | 157 41 83
1964-65 155 44 91
1965-66 281 49 97

1966-67 311 49 104 ¢
1967-68 400 50 105
1968-69 421 A 54 112
1969-70 466 51 105
1970-71 383 49 ' 104
1971-72 503 55 Y110
1972-73 530 55 117
1973-74 592 59 130
1974-75 .631 52 118
1975-76 649 52 115
1976-717 582 54 109
1977-78 620 57 _ 116
1978-79 610 68 . 126
.1979-80 755 68 L 125
1980-81 818 77 145

Information received

Source:

the National Theatre

1980,

in correspondence with
School, November 12,

=37
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TABLE 3 Job
Q' A - o —
A\W NATIONAL THEATRE SCHOOL / 1980-81 SCHOOL YEAR™
| ,DIVISION OF STUDENTS BY SECTION AND BY CLASS
b1
a9
\W .
| - E 1st 2nd 3rd
@\ - . lyear year year Total
| | .
English Section:
Acting. ) 14 13 10 737
Playwriting 3 = - 3
French Sectigpn: -
Acting ;4 9 8 31
‘Playwriting 2 2 1 5
i 1 year participation | . 1 - - 1
Thghinicdl Section 14 11 - 25
Design '‘Section 10 é 4 23
Preparatory Year Co17 - - 17
2
TQTAL 75 LE 23 142

!

Source: Information receiwed in correspondence with

the National Theatre School, November 12,
1980, .

»
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who had auditioned across Canada. Acting Course candidates

L

,receive written instructions from the School concerning the

Ve
%

material to be selected and pPprepared for the audition. Pro-
duction Course applicanfs are selected on the basis of an
interview and a test, which must be sugmitted to the School

4

within one month of the interview. Design Section candidates

2

are required to‘show samples of their previous work.

The auditions consist of prepared speeches from one
classica{ play - chosen from a lisg supplied in advance by
the School - and one modern speech chosen by the candidate.
The modern téxt must be in a contrasting mood to gﬁ;t of the
classical piece. The candidates work as an ensemble for two
og three hours doing warm-up exercises and imptovisationiéh
which are observed by the auditioning panel. Later, selécteﬂ
individuals perfofm their prepared material. Only rarely are
extra Interviews or second auditions given., Selection is-
based on the group observation and the individual test.h

The annual tuitiog fee is $500. Both Provincial and
Federal Governments, as well as some private organizations,
gréyt loans and bursaries to students who meet their require-
ments. The School's last published stétement showed annual
expg;ditures of more than $1,400,000. The Canada Council,
which hés supported the School ;ince its founding, in

“1979-80 provided the bulwark of public financing with a

.23
"grant of $990,000.

23 National Theatre School of Canada, 20th Annual
Report, 1979-80 (Montreal: 1980), ch., 2, p. 3.

<
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Ve
The Quebec Government owns the School's main building

. (‘\\ :
(leased at a dollar-a-year), and 1its facilities include a
large theatre, practice rooms and numerous workshops as well
a® facilities for training in the Communications media and a

,

large librarz which, with some fifteen thousand holdings, 1is
one of the best specialist theatre libraries in the country.za

As might be expected, b;cause of the influence of Michel
,Saint-Denis, tﬁe NTS three-year Acting Course taken over six
sixteen-week semesters is similar in many ways to that of"
the Julliard Scheool. In keeping with Saint-Denis' philo-
sophies, the pringipal focus 1is on interpretation, §he
mastery of technique &nd a high standard of professional
discipline. The/Acting course Bffe;s three years of sgudy.
The first year 1s devoted'to'two main areas, Voice and Body
training, and the stimulation of a creative imagination,
ihe student 1s introduced to the techniques of rehearsal
through constant, extensive improvisation and interpretation
of texts from ﬁany historical areas. In addition to the
core study there are classes in singing, theatre history,
Canadiaﬁ literature, masks, fencing,‘énd aikipo. There is
‘no public performance 1in this first year.

In the_second year basic training of voice and body
Eontinugs, but now the &tudeqﬁ attempts to utilize technical

/ Ve

A

24 pergonal interview with Richard Dennison,/Direétor ,
General, National Theatre School, March 14, 1980,

-
N -
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disciplines as plays in a variety of styles are performed

before invited audiéﬁceéphnder rehearsal conditicns. Period

and Modern Dance are also added to the programme of study.

The third, and final yeaf focuses attention on public

performance. Basic voice and body train%ng continues, while

the stuaent attempts full-scale productions, both modern and

classical, under the direction of viéiting professionals,
The two-year Production Course 1s for those students

who wish to train as designers, stage managers, production

managers or assistant directors. ,The Production programme

normally offers two years of training; although a ﬁrepara-’

tory year may be rsquired oqgstudents with insufficient

‘general background, or an extra year may be offered to

"students of exceptional ability duriﬁg which they design

scenery and costumes for the Schogl productions, (The Pro-

duétion programme is divided into two sections, one sp;>

cialising in Technical studies and the ogher in Design.
Courses in the Technical Section include History of

the Theatre as well as Stage management procedures in

.

arehearsal and performancée, Theatre Administration, Production

Management, Lighting and Sound, and an introduction to the

1

techniques of television, radio”and film. During the first

year, through theory and practice, the students learn the

bisic principles of theatre organization and act as the

stage crew under the direction of instructors who build and

run the School's productions. In the Second year students

assume major responsibility for all aspects of production .

T
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for the School's public performances, with particular
}ttention to the needs and problems of the actor.

‘The Design Section provides instruction In the essen~
tials of Set qesign with additional classes in the history

. &
and designing of costumes, costume cutting, and life drawing

and colour., The history of theatre and architecture is com-
bined with courses in architectural rendefing and techniégl
drawing. (These theoretical courses are given éractichl ex-
bression through a study of stage carpentry and lighting,

and the making of moéels,=sets and properties., Production

Y

and stage management courses complete the programme for the

-

Design student,.

During the first year, through theory and practice,

¥
the concentration is on the acquisition of skills which in

¥
the second year are applied to particular plays through

, 4

practical work on the School's productions,
The NTS is, as its brochure states, a professional

school with a curriculum oriented solely toward the prepara-

=~

tion of actors, designers and technicians., The NTS' state-:

) -
ment that it "is not an academic institution and does mnot
25
undertake an academic training" has, however, caused some

§
dissatisfaction and concern. In an era when the entire

concept of theatre is being challenged, an over-emphasis on

a perceptual approach to theatre training is considered

limited; the intellectual training of an artist is belleved/
- 1 N

L]

25 Marie Choquet, "Training for the Theatre - La
Formation,'" Scene — Stage Canada Supplement, 6, No, 5A (

‘(1971), p. 103,

%
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to be of equal importance in the formation of theatre pro-

~

fessionals capable of thinking out or rethinking their role

0

in society and the function of theatre as an art of

4
communication.

Because of .its unique position\and<consequent respons-

ibility the School is a target for much criticism. {Marion

t

André voicés the concerns of numerous members of the profes-
gion and theatre educators with regard to theatre training
in general~and the NTS in particular, His objections may

be summarized as follows:

\

1. The concentration on training 'craftsmen',
"hired hands" with skills to sell ...

2, The NTS, as presently structured, tries '
to train committed English speaking theatre
artists outside the perimeter that defines
English Canada - without the daily contact
with the social, political and cultural
influences that mould English Canada, ‘e '
the result is that the students of the A
English Section have no clear raison d'€tre . .. °
for their artistic existemce ... and are
%ropelled by a dream of personal achieve-

, ) ment. (in New York or Hollyﬁood?)

3. The programme of the NTS is basically
designed to prepare the young actor to
become 'a? instrument' ... their training
excludes "aesthetic" disciplines, the N
study of the history of the.art in s
general and theatre arts in particular.

_4. The scientific éxamination of what forces
shape our actions and our behaviour have
never been pursued with such urgency and
intensity ... and yet this inquiry -

- -geemingly so close to what theatre pursuits
dre all about, is considered taboo in the

training of actors. ~D
Y
~ ,’
' [
\ '
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2

5. Most NTS students enter the School fat '
the age of eightgen with a severely’ o
limited educational background."26

szk?s one, three and five afe crucial and apply to the

H

majority. of British and North American theatre schoels,
in?luding the CEGEP, Most professional éheatre training is
based on tge misconception that theatre is simply and

strictly a crdft, the siills of which can be learned. While
it is of course true that the craft of t?eat;e can be learned,
this simplistic view ignores the notion that th&#tre is the
product and mirror of an entire cultural, social and .
scientific life, Today's repertory is strongly oriented
toward complex social problems,/ﬁdd current plays demand
actors .who are capable of understandins and‘articulating

the concerns which the plays reflect. The broader and

deeper the actor's general education, the better he will be

-

_able to interpret modern drama, as well as enrich contemp-

orary theatre through his abllity to r%—interpret the

classic repertoire.

Current theatre school policies in Britain, the United

States and Canada allow school-leaving age students, with
Vi

little or no Liberal Arts Humanities background, to enroll
in training programmes which are themselves lacking in the

aesthetic disciplines. Most schools pay no more than

\

. ’ 2

26 Marion André, "Theatre Training in Canada”,

-

Canadian Theatre Review, CTR 17, (Winter 1978), 31-37,
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~

lip-service to the notipn of the need for theatre artists

with a igod cultural background.

* a

Other concerns with regard to the NTS were supported

i

by the enquiry into theatre training commissioned by the

Canada Council. '"Many people expéessed concern about the

’

location in Montreal of the English sectionuof the School.
The general feeling is that the Qtudents are isolated from

the mainstream of English~language Canadiaﬁ th®tre” (CCR,

{

JP. 13). It was also felt by some that the "centralizing of

' training ... robs’the regions of people who might build at

c o~ —
- ;Ep grass-roots level" (CCR, p. 13). o
’ Inspired by the célebrations for the hationalyCentenial
¢ (ﬁ'° in 1967, there was a growling concern fof a Canadian identity
.\ and & Canadian culture; a growin%ﬂinterest in the Arts in’
’ general, and in theatre in/particylar. In the major cities
(f_ across Cgnada this led to\the construction of Arts Centres,

civic theatres, community theatreg, first and second-stage
! N

. . .
theatres, as well as the growth of a ne%york of alternate
* {

theatres, university theatres, street theatre groups, hap-

penings. and amateur activities of varying degrees of com-

petence and sophisfication. This heightened awareness of,

L]
and interest in, theatre created a need for competent *

actors, techmicians and directors: Certain regional‘bro—\

s

fessional theatée companies, such as the Manitoba Theatre
Centre in Winnipeg and the Vancouver Playhouse, and the . -

Citadel in Edmonton, along with a small number of community

/

colleges across Canada, began to offer theatre training

*

/

W= i -
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programmes. While these ventures are not of the scale of ‘

a

the NTS, they nevertheless vffer examples of theatre train-

o

ing across Canada,.three of which are described briefly
a4
below. . @

-

" The Manitoba Theatre Workshop (MIW) is aoby~proauct of
the Manitoba Theatre Centre wﬁrch, for more than a decade,

hés Been, "with the exception of the Stratford Festival, the

single most important theatre institution in Canada. With
its School, its tours, and its main programme it was\the

very model of what a community theafre should be," wrote
‘ a 2 7 ' , P
Nathan Cohen in 1966. i
-

-
-

. N
The MTW, a professional community theatre arts centre,

runs a school for 250 students ranging in age from eight to,

~

the mid-forties. Even older students are invited to parti-

éipate. “The students explore such areas as developmental
- C

drama, creative movement, mime, improvisation, acting

\ X
techniques, experimental theatre, performance and produc-

tion. Students attend for a variety of reasons and have a

wide range ofﬂ;bility. : . ©

In Vancouver, B.C., the Playhouse Theatre Centre, of
which Ehe Vancouver Plavhouse 1is a p;rt, is the main theatre
resource for the provinc;. The Playhouse Acting School, run <~

by the Theatre, offers two professional training programmes:

% - v -
one, a two-year actor training programme, and the other a A
A

;
Ld
=N I
e

27 Cohen, p. 7.

v,
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. i 28
geasonal apprenticeship programme. \ . '

The “two-year proféssional acting programme accepts

» .
- twelve students, selected by auditiom, only every two years., ‘ﬂ&
S 29 - .
’Founded by e late Powys Thomas, “ the School is rumn by

\

ES T

_three full~time and several part-time profeksional teachers.
Tuition and practical work form the basis of the first year i
studies, and these continue in the second year although the

lszmain thrugst then is on public performance. ’ ﬁtudents are ’

cast in a maximum of three productions of the Playhouse

m@ting Companies. ¢ . ’ iR

- v

s , : L ) ‘ -
High school graduation is said to be the academic
[}

" requirement for entrance, but this is not compulsory. The

°, Y 3

age range of the students accepted'is‘be&ween 18 and 28.

¥

. ! . 5 ) .
The fees are:-$875 annually, with an assessment of $1,200 * S
3 N \k + . /
’ rzfunded'as a weekly allowance. .Graduates of the School ;
P -
13 0 ; { e Q . ~
v regfive a 'diploma, . K ’ f

r_ﬂodAn apprenticeship programme is ofiered/through Canada
|
ManpoWer, which subsidizes six apprentices for one season,

with a wee€kly salary of $145 per person, The intention of

. Do e °

“ this'project is to[piomkge "second stage traihing"nsnd work ’ Y
R experience for individuals who already have‘a basic train- - a
D iog; or elementary experience in the techpical aspects of 2
o . P
-Ga' v ;hEitre, but who}hgve never' been offqred thenopégrtunitx to ,’§
28

It is interesting to n032 that the Canada Council
v+ Committee included this School as one of the three it con-

/Qidered which’ offered professional actor raining (CCR, =~ ;
. 81). A b o . i
. 29 The first Artistie Director of the English Acting \
.o + Section, NTS \ . ; B . .
- , - ! . 9 j’ ! .
[ 4
> ' ! 4
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)

refine what they have learned at school by working in an
: 30 ‘ ’
actual professional theatre situation.

H -
Also in British Columbia five coghunity colleges,
Camosun, Capilano, Selkirk, Douglas and Vancouver City

College currently offer two-year érofessional programmes

. leading to a general diploma. Tuition-fees range from $250-

$450 per year. Of these five colleges only,one, C;mosun, is
associat%g with a thgatre'although some senior -students at

Vancouver bity College may work with a professional company,

;
e

West Coast Actors, from time to time. The available infor—

mation indicates that City College offers the most compre-
‘ 31 o
hensive and sophisticated programmes,

»

One other example of professional theatre training in

¢

. Community colleges is " to be found in the programﬁes of drama

T 3

and theatre at the Colleges of Applied Arts and Technology

(CAATs) in Ontario.

Some twenty-two colleg%s, consisting of more than
S

eighty-eight campuses, were established in the mid-'sixties *

to serve the needs of specific regions and were envisaged

as playing an important role in their communities. These

colleges are neither universities nor "extensions of the

secondary gchools. They are similar to the CEGEP in that

[«

* they offer students an opportunity to broaden their .

o

1 ¥

30 1nformation received‘through correspondence with
Lhe Vancouver{rlayﬁouse Scpool,,Vancouver, January 1979,

L -
) 31 For f¥rther details on,these programmes see the
CTC Theatre Directory. -

-

a 2
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“

education,_ and provide careerjdriented.postrsecondary pro-
grammes, CAAT studénts, unlike their CEGEP counterparts,

\
pay fees ranging from $300-$400 per year. While it 1is not
intendedythggrghgiéollegqs should act as feeder institutions
for the universities, honours grad&ates'may quélify‘en an
individual basis for admission, or even for advanced stand-
ing at university. Placement :statistics show that up to
90% of the graduates either find -jobs or continue with their
studies. rBusiness a§d industry rely'on'the’colleges as a

\ 32

source of well-qualified manpower.’
/

., At most colleges programmes are grouped into major ,

1

. . / .
divisions such as ~ Applied Arts, Businesf, Health Sciences,

Technology .and g§tension courses. In the 1978-79 academic
\ \ i

year only four of the twenty-two :rcolleges and Ryerson

Polytechﬁic”institute in Toronto offered programmes in

theatfe: Niagara, George Brown, Humber and Sherilan, which

are close to centres of professional theatre activity in

the Toronto, Stratford and Niagara regions.

The qﬁeat;e programmes are designed to train skudentsn -
for professionai gheatre,'chiLdren's cheatreglgnd co;muéify
theatre, They aléo give pre-unive;sify professional train-

ing for potenrtial teachers of theatre. A further function

of these programmes 1s to offer to their communities serious
¢ s

32 The following brief outline of the Ontario.programmes
was obtained by this researcher in a ‘preparatory and in

(depéh study uttdertaken in 1977, Further information may be

obtained from the Report of the Community Cglleges Committee,
Ontario Association’for Continuing Educatién, The Community
Colleges and Their Communities (Ontario, 1971).

" , ) /

f

2

-
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more professional theatre groups, and some colleges have
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.

theatre of a professional standard, especially in those B

areas in which there are no professional companies.

: - Y
Admission requirements for the programmes differ

slightly at each college, but as a rule all students must

¢

be interviewed, auditioned and in some cabes recomménded

fo; admission to the programmes. The Ontario Secondary

' 4

School Certificate, or its equivalent, is' the basic reqﬁire—

‘3

ment for college admission, Mature applicants may qualify

v

under current guidelimes and regulations,

The programmes are.set up for either a two,or three-~ e

’
L]

year dipioma, taken over four or six semestérs. -Ryerson .
Institute offers a three~year diploma with a fourth year of
frofessional training for actors only. In most cases the

third year is Pétional or offeréd only to exceptional stu-

dents. This is mainly an intern year with a professi&nal

company, and may be spent anywhere in Canada, or even

occasionally in England or Eyxope, and is arranged through

the college. All of the colleges have contact with one or '

ainsory boards comprised of top professionals in the enter-

tainment industry.

-

rﬁ.The Ontario programmes differ from those of the CEGEP
in that the thrust in most coileges is toward technical
training, and acting is an elective., The programmes consist

of two years vocational training, rather than three years as

_1n‘5hebec; the atuaenté are required to take only two basic

/ continued on p. 166 i

\
Eal ‘ E
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TABLE 4 - . oo
College Dip. Arts Courses | Diploma Yrs. Staff Enrolment *Courses Available
.| Established + Intern Yr.J 75-76 76-77 .
Canador 1971 2 ! -7 15 X | Set Design and
- ) - i - ) Constxuction, Scene
Confederation 1972 2 o - 4 x Painting, Sound, Lighting
- — - —- - ' - . ~—— ] Costume Design, Costume
George Brown 1975 - 2+1 ‘» 2 14 20 Construction, Properties,
. . Advisory Masks, Make~up, Producing
- e e - - - : - Stage Management, Front
Humberm 1971 3 ! 6 24 35 of Housej- Theatre Admini-
& ' Some are | stration, Directing,
* part-tide Acting, Creative Mrama/
. @ N . TR N - - ~—— Improvisation, Mim
Niagara . 1969 2+1 6 38 52 Voice and Speech, Move-
I ) . ) - f{ - v—=—4}-—- —-—-———ment/Dance, Musical
Sher¥dan 1974 2+1 \ 7 44 50 |Styles, Singing, Musical
i ’ - —_— - Theatre, History of
St. Clair 1971 2 - 8 %~ | Theatre, English (Drama),
- ' ) i - -}t- -- - - - {Play and Script Analysis,
: St. Lawrence 1973 2 ' 3 s 20 x Composition (Lyrics),
—— e - . - - - »f — -—— ————1 Children's Theatre,
Ryerson < 1971 3+1 42 179 - Camera and Video, R
. < \ Apprenticeships.

Key - informationnot available L -
* not all courses given in every college
x indicates that the programmes have been discontinued

Ontario CAAT Theatre Programmes 1970—[7 M . - »
Source: Ontario Ministry of Education, Community Colleges Division. -
\

N o
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% a

humanities courses - English and one other - and the two
year acting training would appear to be less intensive than
that in'the CEGEP, with the emp@asis upon thf transmission
of techniques and with more prepa{ation for musical “theatre
(see p. 165).

When the Canada Council for the Arts conducted ité(
enquiry into theatre training it found that by l977,lin the
anglophone community of Canada, there were "at least 22

?
iqstitution% whose primary function is stated to be the
trgining of students whg aspire to be professiona;ly
employed in a variety of fheatriqal activities" (ggé, p. 9).
The Committee found that full-time training schools in
Canada fall into three /fategories:

' {. Exclusively pro¥fessional training schools

. ’ and conservatories.' .
!

2. Community cblleggs and the CEGEP, and

3. University theatre departments (CCR, p. 9).

The progfammes‘offergd by the universities do not fall

within t§e~scbpe ;f-this study, but it is worth noting that
the Committee fe1t>that, so far as the majority that were

: 5
canvassed were csncerned, fthere is real confusion -as to
what consfitu;es a professional programme"m(ggg, p. 38).
It is within the framework of international and national
tgeatre training studied in this chapter that the programmes

]
in the Montreal English-language CEGEP must ‘be ‘studied,
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Any study of CEGEP theatre programmes must consider
the nature of tke 155titution and the hnique situaéion of
Professional Theatre training within the institution, The
programmes offered by the English CEGEP, Dawson and*John

. . . )

Abbott, will be studied in terms of t%eir origin and develop-
ment from 1967-1980. The unique quality of the programmes,"
the similaritie;, differences and- the particular problems
;f the CEGéP,\as compared '‘with the major theatre schools
examined in the previous . .chapter, will be explored in%‘
relation to funding, facilities; staff, admission policies
and curriculun. | ) s

Historically, there is a profound difference between
the CEGEP programmes and those offered by Ehg ﬂ?ofessional’
schools in London and New York or evén the NIS. The British
schools have been in the making for a long time, ané
their programmes were initdated by distinguished, active
members of the profession. They were based on clearly
articﬁla;ed philosophies and internationally recognized
ideas of\§hat theatre was about. Julliard and the NTS

\

employed recogniéed figurgﬁ as consultants who, 'in response

!

to a clearly articulated need, set down an agreed philosophy

and methodology, and planned a carefully developed programme.
. i
In comparison, Theatre 561 in the CEGEP was}serendipitous in

origin and growth.

The Canada Council Committee concluded that '"theatre

»

training in Quebec has developed more throuéh spontan?dﬁém

P

N

1

\.
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response to artistic and humanist needs ﬁnd individual

initiatives, formalized after the fact by the public

" aﬁthbrities, than as a result of a rational sfudy of the

-

profession's practical requirements of a planned supply to

meet a calculated demand" (CCR, p. 1). While there is little

-~

evideﬁ?é\go suggest that the practical requirements of the

professio® have ever dictated the number of theatre schools,

the Council's findings accurately describe the origin and
evolution of the Quebec Professional Theatre programmes:
The English-language courses iﬂ particular clear@y owe their
gnception to individual initiative in respohse to student
interest rather than to any objectively-demonstrable need.
The first three-year professional theatre programme at
an English CEGEP was instituted in response to an applic%—
tion made by Mr. Victor Knight of Dawson College. Initially,
{p 1969, Dawson offered ; Theatre Workshop Ghich was
officially a Liberal Arts Drama programae,.but the founding
co~-chairmen were more interested in professionai theatre
training. When RADA held its North Americ?n auditions %n
19?2, out of some four hundred students from all oxer the
continent who auditioned, only three w;re successful, Two
of -these were students from the Dawson Theatre Workshop.
Both instructors concluded that they '"must be on the right
track", and the decision was made to apply for‘professional

1
training status,. :

~ e

. 1 personal interviews with Professor Henry and Mr. Knight,
Dawson “College, Montreal, September 16, 1977 and April 18, 1978.

- k
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The Government eventually agreed that such a programme {
should be started, but allocated no capital funds to it, and

designated that it be located at John Abbott College since
- 2'
Dawson already had several professional programmes.

-

Although the decision was something of a Pyrrhic vic-
tory for Mr. Knight and Professor Henry, they sgreed to
collaborat® on the project with their John Abbott colleagues.
In 1973, Dawson amnd John Abbott ente;ed into an official
agreement ta share Prpfessional Tﬁeatre Training 051. In

summary the terms of the agreement were as follows:

1. As the programme was offfcially offered
only by John Abbott College, all student
applications must be processed through
that College, and successful applicants
registered as John Abbott students, g
registration to take place at that College.
Class lists and official transcripts for
the Dawson College Campus for Professional

. Theatre courses would be provided by John
Abbott College. -

2. Entrance auditions would be held before a
committee made up of instructors from both
colleges,

3. The Production Option would be offered at-
John Abbott College only, and Dawson .
students wishing to enrocl would have to
attend at the John Abbott campus.

4. The entrance quotas to be: s

John Abbott 20 Acting
, 20 Pfoduction

Dawson 20 Acting, -

2 personal interview with M, Parét’ubntreal. May 10,
1978. :



sr

ol

K7

5. The third ye%r of the ‘programme would be
} , offered at John Abbott only, and 1f in-
sufficient numbers enrolled at any time,
John Abbott College alone would offer
the programme, ¢ |
6. Dawson would su&ply‘the instructors ,
required for the Acting Option but, in
an Bffort to assist for the coming year,
- John Abbott would employ the equivalent
%5 one full-time instructor who would be
‘ stationed at Dawsop Collége to give
Professional Theatre courses; the
instructor would be chosen jointly but
would enjoy all the rights and privi-
leges of a John Abbott teacher.

7. Dawson College would make available the
" " facilities required for the Acting Course,
and John Abbott the scene shop and related
facilities at ‘xe Kirkland campus, for use
by Dawson personnel and students, s

-

8. No capital funds would be made available
for the programme at Dawson during the
term of the agreement. John Abbott would
make available up to equivalent of
$2,000 (this was to be increased to
$4,000 during the second year of the
entente) in materials or services for the

i production of plays at Dawson College,
the budget to be controlled by the
Department Chairman of John Abbott College.

9. That the agreement could be cancelled by
either party at the end of any academic
“year, notice to be given by February 1st
of the preceding year.3

.

‘Theatre 561, as it is now designated., was conceived in

the wake of Parent and Rioux rec?mmendatipns amidst the

»

cultural fervour of the Centennial when there was a strong

L

/

{ .
3 Memorandum of Agreement - Professional Theatre 051.
Dawson and John Abbott Colleges, October 11, 1973, ((
: 7/

\\‘
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demand for all Arts programmes., The only models on which
the CEGEP could draw were the British and Ameriéan schools

and the NTS. 1Initially, in creating the CEGEP programmes,

Mr. Mallough said that it was felt important that they

& t —

would not be merely coples of the National Theatre School

programme, 1f for mo other reason than that the colleges -
,

. did not have the equipment, facilities or staff or budgets

- 4.
needed for a sophisticated operation.

The notion that a theatre training programme may be
tallored to meet the needs and resources of a particular
situation suggests that the founders of the 'programmes were
arguing after the fagt of a created, rather than a real,
need fogx professional tﬁeatre training.. Such a notion also
presupposes that therg is no objective bédx of information
that an actor réQuires to prac'tice compétently as\a PLo-
Eessional. In order to meet the objective requirements of
actor-training there ds a minimﬂm level of resources in

v

terms of staff and facilities without whyfh a vocational

. programme cannvt be professionally compﬁtent.

\ . In the absence of a clearly articulated need, without

a sftted philosophy or an agreed methodology, and with much

. v
less than minimum resources, Ipeatré 561 was inaugurated.

It says much for the déte;m;nation and initiative of its

founders that the programme survived. The entente was in

N

ri

. \ :
_ 4 Personal interview with Mr. Mallough, Mdntreal,
September 21, 1977.

| /
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effect from 197374, Unfortunately, it proved unsatis-

factory to both parties, given the highly competitive nature

. of such programmes and their widely separated locations.
t

After the dissolution of the entente in 1974, Dawson worked

-

alone to develop 1its o;n actor—trai;ing programme, gnd
finally received official permission to offer i£ in 1975,
At John ‘Abbott College, the orig%na% ;;ogramme, which
consistgd of the Acting Option with some courses in Pro-
duction, w;s expanded to incluée a full Production programme

in 1975, 1In the sgame yeaf'the Theatre Department became

actively involved in the Comitd de Coordination Provinciale

de 1'Enseignement du Théftre. The committee had its origin.

in a:recommendation bnyGEC in 1974, through M. Cléﬁént Paré,
thatlthe French CEGEP which offered Drama:Theatre programmes
should coopergte and qéchange ideas “with the English CEGEP.6
Initially, the suggegtion met with I%Qtle succes;; but in
April 1975 an attempt was made to cre;te a committ;e to

study theatre proérammes on a provincial basis; M. Claude
' %

Gris¢€, Chairman of Theatre at College Bourgchemin in St.
Hyacinthe, .acted as Coordinator.

-~

John Abbott was one of some fifteen colleges who

attended the initial meetings and su squﬁntly played an
~
N

important and equal part with the Frehch CEGEP in the work

\ ~

\

™ 3 gee ch. 3. . ’
. /

1 ‘ l
6 DGEC - Direction Géﬁerale Enseignement Collegial

(J\
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3

of the Committee., When Dawson received its official per-

mission to offer the Acting Option in 1975, the chairmen
, < A
of 1ts Theatre Department were invited to join the provin-

3

cial committee and work with the other colleges on the
planning and coordinatiop of the programmes. Dawson Sid{
not respond to this invitation and did not contribute to
the pgoérammes developed by the Con;mittee.7

The Committee's decision to concentrate its efforts

« N

initially on the professdonal theatre training programmes
resulted in an‘agregment améhg the threg participating
CEGEP upon a programme 'grid' o; ‘srille' as it is called i
the reports, for two professional options - Acting 561.01
and Production 561.02, y By 1978, the Committee had esta-
blished an aE}eed outline fot‘the programmes, including
objeé£iveseana cgursé content. - The proéosgd érogramme was
submittgd to DGEC's department, 'Services des‘Proérammeé',
which has the final word in terms of proglamme content and
time allotment. . In 1978, it was decided L{_the Department
after severial months of study,\khat the 'across thelﬁﬁard!
maximum work load for every CEGEP student should be forty-
fivﬁgﬁﬁhrs pg{\week,‘mgde up of class time, Uabo;a;ory and

» ]

; -
personal preparation time. i

The ‘programme submitted to DGEC by the P}ovinqial
{ - s

Committee in 1978 comtained several discrépaﬁcies in time

w

o ’ . ¢

I

1978 7 Personal intetrview with M. Par{,-ugntreal, May 10,

»
—_— (

Y
o ! "
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allotment and programme content among the three
R |

int CEGEP, and demanded a degree of flexibility unacceptable

to DGEC.

[
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participat-

As outlined by the Committee in their report, the

t

programmes consisted of three

‘core' courses - English,

'"Humanities and Physical Education (obligatory for all CEGEP

students and without which they may not graduate),ia 'trunc

cemmun' and 'specializations'.

~—were basic theatre courses given by all three participating:

The common-trunk courses

CEGEP - John Abbott, Bourgchemin anq Lionel;Groul;;_sPe—

cializations were courses given only as indicated at each of

8
the three colleges,

below shows that not only were two colleges in excess of the

LI

.

A study vf the planned theatre grid

maximum but that the number of hours varied considerably
{

between the three colleges.

!

\

College . Programme
John Abbott 561.01
Lionel Groulx 561,01
Bourgchemin | 561.01
J.A. / 561.02
L.G. 561.02
Bourgchém;n 561,02

!

Hours ﬁer Veek

lst yr.

61
51

45
54
52

42

2nd yr.,

57
56
45

53

57%
49+

50

3rd yr:
52
46
, 27
48

22
26

329

* technique + conception

o]

8 see Tables 5 and 6, pp. 176 and 177.
. —~

-

. 9 This information and the data for Tableé 5 and 6 was
compiled from the Provincial Committee Report to 'DGEC, and
lent to the researcher by Mr, William Surkiss, Chief Admin-

istrates Arts and Letters, John Abbott College, Mo

June 1978.

ntreal,
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b . TABLE 5

COURSE GRID FOR THEATRE 561,01
FOR JOHN ABBOTT,. LIONEL GROULX
*AND BOURGCHEMIN COLLEGES'

L

Common Jrunk Course ) : - No. Semesters
Movement , © ) ‘ 6
Impr;visatipn ‘ S 6
] .

Dramaturgy . ) ’ ' ) ) A
Interpretation ' —- 6
*Voice o 6
*Make-up | : 2
*Mime ' 2

*Text Ry S 4

: )
*- Given by all three colleges but listed in ‘the course '
grid as Sgecializations -

Specialized Courses - .
(other than or in addition to those above)

¢

John Abbott Bourgchemin Lionel Groulx
Introduction Technique du Introduction
to Production 2  Geste 2 to Production 2
Fencing 2 Dramaturgie 2 Acting Lab 6
-Acting .Lab. 6, Technique

%} Vocal 4
Musical ‘ :
Interpretation 2 Camera .

' . Acting
Audio-Visual . Technique 2
Te%hniques 2 -

Texte 2
Mime 2 ) )
, Psycholo-~-
Texte 2 gical
[ u ) Perception 2
Dance A

(numbers indicate semesters) - R

3



p¥

) i | 177
[ '*\ M

. TABLE 6

COURSE GRID FOR THEATRE 561,02 1976-77, FOR
JOHN ABBOTT, BOURGCHEMIN AND LIONEL GROULX COLLEGES

.
-

Concentration Courses (Common Trunk) No. Semesters

- o

Theatre History (Dramaturgie) ) ’-
Stagecraft (Techniques Scéniques) ]
Scenography :
Scenic Drafting (Dessin Scénographique)
Set Design (Conception du Décor)

Costume Design (Conception de Costume)

.

RN R D
g
>

2 A

Specialization Courses
(other than or in additiom to those above)

. John Abbott Bourgchemin Lionel Groulx
Production Lab : 6 Dramaturgie .2 Dessin - 4
Costume Conqébtion Initiation a .
Execution . ° 6 spatiale 1';nter- A

. et ‘picturale 6 prétation 2
Drawing 2 . ’ '
) Dessin-art 4 TLabo de
Lighting 6 ° o Production 4
: Dessin
Theatre Scénographique 2 Histoire du
Management 2 ~ décor ou
Production costumes 4
History of Radio - T.V. 4
Costume 2 Introduction au
* ) .métier de la
Scene Painting: 2 Scene v 2
Set Design 2 ‘ ’ ﬁclairage 4
Stagecraft 2 ) Régie 4
Costume Design 2 g Son 2
Properties 2 - Tehgique des
) Materiaux 2
Theatre . '/7 . )
Architecture 1 . Moyens audio-
’ ’ : visuel 2

}

So“tm\d 2 /

V\/VVVV\JVVVVVVVVVVVV\/V\/

Conception
. Independent decors 2
Research Project 1 . )
- Conception
| costumes 2
Techniques

~

(nos. indicate semesters) Scéniquts 2

03950 03 pasodoad
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Many of the digcrepancies occurred because of the

+

differences in the number of specializations offered by
. N 1

individual "colleges. It ghould also be noted that core

)

courses dld not extend into the third year, and that,

-

because of performances& third year students' actual work

load was much heavier than the figures indicate,

©  The Qo;k load led to a second point of conéention with
the Department of Services. The grid and cou;he deﬁands
wére so heavy that although the tﬁree core programmes weré
included, no time was permitted for the student to take
them.lo DGEC therefore réfused ;é accept the theatre-pgrid
as presented by the Cpmmittee, and would éot allow its
£hclusion in the Cahier until such time as the grid and

o

courses were revised to bring the hours in line with other
) ’ W11
CEGEP professional ptogrammes - on paper at least, After

the successful completion of 'Phase C' of the Committee's
work in ?ebrua;y 1979 (the preparatibn of the griﬁ for

. N J
acceptance by DGEC's Deparfment of Prograﬁ;es), the programme

was included in the official Cahier for 1979-80, and became

a mandatory course of studies for professional theatre train-

[y

“ 4ng throughout Quebec. One major revision made by the

i

10 At that time Physical Education could not be taken
in any tase, due to the lack of facilities in the English
CEGEP, o

978 11 Personal interview, M. Grisé, Montreal, April’ 28, =
1l . )
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‘”ﬁﬁét—secondgry education. The pJEctice is to allot so

Committee was in Production, which has now been divided into
three options, , The revised theatre programme currently

. .
consists of Theatre 561.01 Acting; .02 Production; .03

, 12 e .
Design, and .04 Techni@a}. The options and curricula as

offered by Dawson and ‘John Abbott Colleges will be studied
in,aetail later in this chapter. -

The development of all areas of CEGEP - programmes has,

-

to a large'extent, been determined by the public nature of
/ - . .

.

{ .
tﬂ@ institutions and government policy in the funding of .. ...
)

L -
°

many dollars per student per course, Therefore, almost

L]

! ! » . N \
every university and college department is under pressure to

o

offer popular courses which can be accommodated in largé
classroémé. This policy creates an uﬂfortunate degree of
comgetition between departments, frequently to*the detriment”
of quality programuming - a .situation peculiar to the pu%lic

institutions of higher education., The CEGEP must meef their
. a2 ’
quotha for a specific enrolmenty and, inevitably, '"classes

i
¢

are often too big and students permitted to enter a ﬁrpgram

and remain in it“to keep up the numbers" (CCR, p. 47).

The CEGEP theatre training situation is unique in com-

* parison with the professional schools studied in"Chapter

-

12 o f1fth Professional Option was introduced in 1980-81.
A three-year experimental-college-level programme of- Danse-
Ballet, 561,06, is to be given &t a secondary school - Pierre
Laporte - in the Sainte-Croix "School Commission in Ville
Mont- Royal, n ® . :

>

i
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1

Four. ’Theoretiéally, the college p%ogrammes have the advan-
tage of being part of a iarge institution which can dfaw on
public ‘funds, RADA and Julliard are private foundations;
the Guildhall is under the aegis of the Corporation‘of
London; and the Vancguver Playhousg School is supported by
the Playhouse Theatre Centrej; the Central School and the.
NTS are grant;aihed; and even the glbbaliﬁ-f;nded Ontario
CAAT programmes-afe partially supported by fees. Essen- 9
tially, th; ﬁajOr schools are private or independent |
institutions which can predict, approximately, what'théir

+ As fndiv}dual units the pro-

budget will be each year.
. | .
fessional schogls do not have to compete with other depart-
e v

ments or institutions for funds. The CEGEP theatre depart-

—— f

ments, despite their potential financial~&dvantage, in

fact, have less money and.freedom tha@ithe private .schools,

Financially, the CEGEB pr;gramme; have been at a dis-
advantage from the outset, The courses were not established
by'a major commission, and no legal provision was made for
such programmes when the CEGEP were founded in 1967. Since
the inception of the theatre de;artments no specific funds

]

have been set aside for their use., All programmes'are

funded by the individual colleges out of global funhs, and

the Theatre section has to compete with other departments on;

a year~to-year basis., Neither college was willing to reve31
a > © /

[N ' \J '
13 The NTS is not a private institution, but it is
independent of any sponsoring body. -



s , 181

.

"its budget, but the chairmen indicated that 'getting the

'y

‘ 14
budgey' required a 'continual fight\wiﬁh the administration'

In view of rising operating costs and a general decline in

college enrolment ~ which means less money from the Quebec
goverfiment - the dissension over the budget is not surpri- s
sing. ' . : ~

)
-

As public colleges the CEGEP are also subject to the
'predictions' and whims =of civil servants in the government .
planning ﬁepartment. At this administrative level priority

is given to meeting 'norms' an€ the stgndardization of pro-

grammes. The needs of individual programmes - evem if they

3

are understood - are subordinate to the demands of 'across

-

the board' planning. The Theatre programmes are therefore:
qat,the mercy of local and government admipistrations whose -
priorities are usuall; detgrmined b; inte??al or external
politics afd not necessarily the needs of any partiular
) programme - a sgrious disadvantage, and ore which raises
the question of the desirability of profefsionalbtheatre
traiﬁipg‘i%'tpe CEGEP.
The serendipitous origin pnd.growfhvof the programmes

. combined with ‘the unique financial problems of the CEGEP

have contributed to the inadequates facilities with which

n

14 Both Professor Henry and Mr, Mallough estimated
"'that a full-scale performance costs approximately $5,000;
and that their production budgets for 1980 were in the
region of $19,000.

°
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the Theatre Departments have had to contend since their

N ~

t

incqptioﬁf

+

At Dawson College the Démq Theatre is tﬁe permanent

home of the Theatre Departmept, Built as’ a legitimate

theatre in the early years of the twentieth tcentury, the
Dome was later converted for use as a cinema. Today it hds

reverted, 1f not to its original glory, at least to the
. t

purpose for which it was built. With a twent&-six foot
f\d 4
high proscenium arch stage and a seating capacity of 150—

200, the main body of the theatre does duty as classroom,

* .

studio, scene shop, and rehearsal and’productiog area,
Costumes and properties are stored 4n the dressing rooms and
the old projection room. In April i980, a fire caused some

damage to’ the stage .and auditorium, Fortuna%ely the damage

g i

“'was not extensive and repairs were completed in time for

classes in Septembe; 1980, but the budget did nqt allow for
: 15
major improvements to the out-dated facility.

Large as it 1s, the -building is inadequate for both the

s |
pre-university and professional programmes; consequently,

~

~some classes are held in two rooms in the basement of the

Richlieu Campus, which alsg houses the Departmental offices.

Tﬁe campus is about ten minutes from the theatre., This dis-

tance has to be taken into.consideration‘when schedd‘ks a;é

ﬂpl*anned, since an allowance of some twenty to fhirty minuteg
— s \

« 15 personal interview wiﬁh Professor Henry, Montreal
November 8, 1980. N

Pl
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must be made for the movement of staff and studengs be-

B .

tween the theatre and the main campus.

The Theatre School, as the professional programme is e
called at Jdéhn Abbott Coliege, was located on the Kirkland
Camphs until January 1980. Intended as & temporary site

until such time as new facilities were completed on~the

.

main campus, 1t was the home of the Theatre School from

1973-1980. Originally built as a factory, the long 'L'=~

shaped, single-storey construction was convertid for college
] 1] , b

use, and the Theatre School and related technical programmes’

’

-occupied a large section of the building.

o \T ' :
Facilities included a 200-seat auditorium with a raked

- floor, and a low-arched proscenium stage. A good-sized

. scene shop did duty as costume shop, design room, and pro-

perty shop. WThere were small classrooms for'music, dance

1
and fencing and there was a well-equipped audio-visual

“studio nearby. ) oy

In January 1980, the new theatre complex in the .
Casgrain Building on the main calppus became available ‘for
limited use. The main theatre space is still incomplete,
Classroom space for actori,is to be in the building next
doai; but until this ?s finishéd, classes ?zst be\held }n
locker and dressing rooms in the theatre. Mr. Mallough )

estimates that construction will not be completed in all

areas of the Department until early in 1982,16 I '

, ) . (/;\
16 Personal interview with Mr. Mallough, Montreal, 10
November, 1980. ‘
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. The facility has two performing areas - a proscenium

theatre and a studio performance Epace. The\mgin stage has
o ) « L4 »

a traditional proscenium arch stage with a fairly small
house which seats 296, The stage itself is thirty-five feet
wide with an eighteen-foot ;ing space on either side and

* e

" thirty-five feet deep. The back wall of the stage has an

Kl

"~ opening in the form of hinged doors equivalent to the width
of the proscenium arch, and opens to the scene shopQ. The

proscenium arch is twenty-five feet high., The fly galley\

o '

rises to sixty-five feet, and the theatre has a complete
light and sound installation.
The difference between the main stage theatre and a

commercial plant is that the emphasis i1s on the stage anm\
<Tnot on audience facilities, The technical instgllaéiqns,

1

the stage and back-stage %acilities, which are those of a
sizeable theatre, are combined with the intimacy of a small
¢ 8

- house. The backstage areas ;ncorporate the flow patterns

iy

of a professional theatre, A corridor allows students to
progress from the locker rooms, to costume and wardrobe,,

through the dressing rooms to the green room., The green

room communicates with both the mainstage and studio thedtre,

* b}

The Studio is a forty-five-feet-square flexible space’

for tr:ining students in other than the traditional actor/
\ _ v

\ audience configurations., - Its more modest technical instal-

;ﬁ%ions enable the staff to scale down productions and train

. ‘students to deal with more modest facilities. The Studio.
\
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serves as a rehearsal room and dance space when equipped

with mﬁv;able mirrors. B ' >
AT * . [

There are special classrooms for the teaching of making
costumes .and carpentry, and a technical laboratory with a
ﬁ;{%lete lighting igstallation is easily accessible for.

training. purposes or experimentation.The storage area is

more limited than in a commercial theatre,-since in & train- A

" ing plant the emphasis is on desifning and building new
‘ r

sets, properties and costumes rather than on storing and

3 e
recycling used materials. The classrooms, mainstage and

-

o~
studio are equipped with audio-visual monitors, and the

‘ ]
students have access to a colour television studio., A\ .
. ‘ ’ Y

John Abbott students also have access to three Media
‘ + - .

Resource .Centres which d?fer a wide range of print and e
o

audio-visual materials and services. This is not the case

for Dawson students who must rely on an intefflibrary loan

service since the main holdings'in Drama And Theatre are \ :
located at an East End Campus (see pp 81-82). Ideally, the
Department would like to have its, materials closer to haqﬁ,

or at least a stock of basit texts\housed in the theatre,

but space is at a premium and this 1is not possible. The , ‘

Theatre Chairmen at both colleges expressed satisfaction
17

/with the Library and Media resources currently available.

*

17 see ch. 3 for information on total holdings and the
number of Theatre-related texts. -

v N \

x
\
v i
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In the area of média resources the Administratione are
(4

- -
éfnerous, and the needs of thé\programmes are more thag

@

'édequately.met. Unfortunately, the same is not always true

a

in terms of faculty, sinc? it is the size of the budget and

not the needs of programmes wg}ch determine’ the number and -
AN “ a A
calibre of staff at both John_Abbott and Dawson colleges.

3

The ratio, of staff to students is crucial to the quality

of*a theatre training programme. A hiéh.ratio of staff to.
§tudgnts permits programmes tallored to suit thé indivi-
duality of the ﬁerformer in,brder to capitalize o; his
strengths and minimize his weaknesses. The British and
American ;chools stress the Iimportance of the individual’
#approach in acto; tfaininy;and, in their literature, empha-

size the high ratio of staff to students in thelr schools.

No firm statiétics were available. from those schopls, but the

NTS, which also stresses the individual qpproach has a }

faculty of some eighty full~and part-time teachers (exclud-
ing administrative' and other staff) for one hundredjhnd .
forty-five stug;nts -.or a ratio of 1:2.5, In the 1960-81
academic year, John Abbott.had fifteen full-and part-time
teachers (including administrators) for some niﬂ?ty students;
a ratio of 1:6.,‘Bawson Coflege increased its faculty by
three full-time members in September 1980, and currently

has a faculty of mnine (adninistrators includéd) for some
forty-seven students; a ratio-of 1:5, Althouqh a'ratio‘of
one facﬁlty member for every ‘five or six s;uden?s is not

o e
<N N - ’
W f ) " i

{ t )

s

]
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&

high, this figute is double that of the NTS. Moreoverﬂ the .
CEGEP figures also include administrators, which means that ° .

there is probably'less individual instruction time"available
. N

than the ratios would suggest, \Bdih Chairmen said‘thaﬁ §3e§ ) Y

2

would like to increase the number of full-time appointments

- 3 BN rd .
since most of the presedt staff were carrying a load well

¢ ¢ Y
! w
L4 »

in excess of the standard maximum (twelve teaching hours per

week). ’ °

B
-
.

) 3 / »

a

g Financial considerations not only determine the numbef //
. 0 -7 -
of faculty but also inevitably affect the calibre of the

a

. staff. While 1t is not within the scope of this research, or

S the competency of the researcher, to Judge the quality of the

qualifications of the CEGEP faculties, it is\essential to - ’

o

point out the particular problems of the colleges in terms
of staffing the theatre progremmes. ) o con !

. o
i o

The majority of theatre schools and theatre training

a

programmes operate on the conception that professioral
9 > e )
. theatre training is hest taught by ?rofessional performers. @
Y b ﬁ
This belief has largely determined the make- up of the faculty

at the two English 'CEGEP. . G

+
[

The staff at both colleges are all members of ‘the pro-

fession,;&iich is one of the 3Kiteria for their empIloyment.

!

-

8 s .
In addition to their profeséional training,. some have had

teacher training, g&though this is the exceptton rather than

-

the rule." Most maintain their professional status by workﬁng
\ N
in theiruown_fields when the opportundtx arises - somewhet e °

- infrequently for the full-time faculty., Also, unlike their o
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counterparts at the NTS and the %fivate“(heatre schools,
2

the“CEGEP staff (as employees in the public sector) are

unionised and have ‘tenure, While it is in thelir interests
¥ v -
to retrain and remain acbivé in thelkprofession, there is

not the same 1ncent1v€ for them to do s§ as for the teachers

in the prbvate institutions.
i
In Canadm anyone who gets paid for working in the

o v N

,
entertainment industry br {n.related fields such as com-

W0 N ~
°

mercial &dvertising) and who obtains the requisite number of

wo;knﬁerﬁits o ‘join ACTRA or EQquity, has the right to call
" . ) ‘

ﬁimse&f or herself °a professional. If the GEGEP policy is

to employ .professionals to teach, the question must be

LY

/ »
raised as to how competenﬂhaﬁd experienced these professionals

are when judged by internationgml standards.

¢

The potential. pool of professional talent upon which -
" . h
the CEGEP has to draw islconsiderably smaller than that

[

. “ . R
available to the NTS, and very much.smaller ‘than the rich

o . ’

resources British&and American schools have at their dis-
posal Moreover, the CEGEP programmes find themselves less’
able to attract the services of competent and experienced

profegsionals than is the NTS, becmuse the latter is an

indeﬁendent scﬁool and can offer more money than the CEGEP,

v
g .

- v

Its more flexible .schedule also enables the School to take
advantage of available professionals. As the onlly nation-
Jlly recognized profebkional theatre sih&ﬁ%,’the h S has

. ° * . ’ )
more prestige, and much closer contact with the worqld of
. 4
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p}gﬁgssional thegtre. 1Its large and professionally active

staff can offer a much greater breadth of experience thaﬁ

N o TN
the CEGEP. .

. s

Despite the problems which beset the colleges and make

[N

-

staffigf a difficult task, the obvious gnthusiasm and dedi-
2
cation of the faculty members at both CEGEP is exciting and

encouraging, The Canada Countil Committee noted that the

"teachers like to teach, and do so comnscientiously, sbme-

times even passionately. One finds no evidence of char-

latandsm but on the contrary the responsible attitude of

-

péople who shun complacency and are always trying to do - .

"better" (CCR, p.~116). 0

3
. |
These qualities on the part of the staff are in-a/

x

large measure responsible for the survival of the theatre

programmes despite financial problems, inadequate facilities o

o |

o .

and the spectre of declining enrolment. During the last

five years the general pattern of declining enrolmgﬂf and

the problems caused by the francisization podicies of the
L]

Quebec government have affected al%nlevelf of ~edycation,
. . .

Government per capita funding'inevf%ably'influences admis-~ -
t g

sion practices ﬁnd\gelection qriteria in the Professional

. . ) /
Theatre programmes in the CEGEP.
X,
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Statistics reveal a fluctuating pattern of enrolment

“in both CEGEP theatre programmes

Theatre School:

'
‘

and those of the National

‘73 ‘74 '75 '76 ‘77 '78. '79 '80%*
'74 '75 '76 '77 '78 '79 '80 'B1x*
John ’ .
'gggbbo;f 30 70 62 76 68 84 87 73
wﬁyson o
(Vo pro- students
duction .registered ‘
option) . at J.A. 52 51 59 ' 45 47 47
) . S
NTS .
Total
. enrol- y
ment 130 118- 115 109 116 126 125 142 N.B.
NTS ¢
English
Sectioh --,
All o . .
roptions (statistics not available ......) 5 ° 63

N.B. NTS added an English Playwriting and a Preparatory
. Production section.

t

The figures for all schools include first—, second-
and third-year students.l1l8

* As of November,

The attrition rate in Theatre 561 is high

1980.

especially

in the first year, a factor which is taken into accoun\\in

18

grammes only.

Their findings have

Appendix B of this study,.

Information received from all three.schools in 1978
and updated in November 1980,

The Canada Council in its
Report gave a detailed statistical analysis of the budgets,
staff and student enrolment of the French training pro-

2]

been summarized in
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CEGE? admission policies. In the Acting option, class size

.

is 11mited to twenty students; in the Productifin/Design/
Technical sections zhe classes are limited to. twenty-five
students because this is}%he legal_limit for a "technical
~éhop'.' In order to counteract the high rate of attrition
in t;e CEQEP, actual enrolment in the Fall semester averages‘
from twenty to twenty-five students iq\the Acting oétioqﬁand
twenty-five to twenty-eight in the other sections. ' The
f&rst year Acting class is usually reduced to fifteen to
twenty students in the ffrst semester, and to between tweﬂty

L

to twenty-five in the production options where the attri-

. o

L ~

During 1979-80, the NTS attrition rate in the English

tion rate is lower,

Acting section was two out of fifteen; and in the colingual
"

ﬁesign/Technical section a total of five students out of

N . 3 . ‘,{
twenty-five either failed or. withdrew during the year.

\ } P
Both CEGEP chairmen and Mr, Dennison of the NTS con-

sider the first-year attrition rate natural and desirable.

. Training programmes designed to ensure the highest possible

competence in the professional entertainment iﬁdustry must
be of a nature and intensity to dfscourage std@ents wvith
~insufficient stadiqa and ability for a de;anding career,
Candidates faé-&utgumber“the places available 'in the
majority of theatre schools. The British and American

schools audition applicants two or tbreé times & year at

home and abroad, and each receives several hundred

o

[
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apﬁlications annually. 1In 1980, the NTS held auditions for
some 818 candidates in eleven major centres across Canada;

éeventy—seven‘wg;e accepted for September 1980. The CEGEP

A

also have more candidates than places, .but the number of

-

applicants 1is fonsiderapl§ smaller than at the other
schools. Dawson College averages some eight} to ninety
candidates annually. In 1980, John Abbott had thirty-five
. c
candidates for jts Production sections and auditioned
sixty-eight Acting candidates.
The number of candidates has a direct effect upon the

' -
calibre of taleqﬁ}in any given year or programme, The

standards of selection rise or fall in relationship to the
number of applicants: RADA and the NTS with several y
"hundred applicants from which to choose can be highfy

selective; the CEGEP with quotas to fill and fewer candi-

&

—

dates gvailable, cannot.

The relatively small number of Canadian candidates

\

for theatre t;aiqing leads to a' great deal of competition
amongst the institutions«which offer, or profess to offer,
professional education, Attempts go atg;act students to
particular schools frequently leads to in%gdicious solicit- )
ing. The Canada Council éommitééefﬂeplored the soliciting
of students for progrémmes on any level, BDecause schools—
"sometimes use a form of advertisimg that i“ misleading
regarding the actualities of their programmes and the

14
" realities of the profession" (CCR, p. 87)., | o

3 [ 4



Ph e

[

193

Employment opportynities eand salaties.are described in

somewhat unrealistic and obscurge terms in local CEGEP bro-

N .
chured. John Abbott College assures its applicants that:

w

-t °

i

<
3
A

! Job opportunities are good for well

rained graduates with ability. The enfer-
tainment industry is continuing to undergo
a strong constant growth. Graduates of

the theatre career programme will be prepared

for challenging and creative jobs 4in radio,
teleyision, film and professional theatre
companies. Salaries for actors and pro-

duction peqple in theatre and cinema are set

by agreement besween employers and the
uniong involved. 19

Dawson College is a little more cautious in its

approach:
3

Graduates of the Professional Theatre
Programme will be prepared for challenging
and creéative jobs in radio, Melevision,
film and professional theatre companies. -
Theatre, however, is a mobile career and
graduates should be prepared to relocate
when necessary. 1In addition, securing a
job in the first place will depend to a '
significant degree on the individual emergy
and talent demonstrated by the graduate.20

14

L}

Although‘neither college spells'out the realities of

i

" the professfon and its opportunities, the two groups of' -

‘19

LS 20

? :
John Abbott College Brochure, 1979-80.

Dawson College Brochure, 1979-80,

a

) o
¥
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g : . ' \ ' , )
third-year students'withawhom Iudiscussed thisiproblem
appeared &onunderstandﬁand accept the reality of yrobgblﬁ
unemployment, low salaries and lgﬂg years of hard work
ahead. I was assured by the c%ﬁé;ﬁen of both programmes 4
éhatf despite the current genﬁ}al decline in Follege
enrolment, increased financial pressures and a tendenc% to
regard studentglfs "basig income units" (CCR, B. 47), the
facts o? employment and salaries are explain%d to students
during their auditions and interviews, and the chairmen try

to discourage t%ose students with ‘an inflated view of the

profession, - ' . E

3 €

? The immaturity of the CEGEP students undoubtedly
"o,

influences their somewhat optimistic approach to the problem

of future employment; angwghis factor was of 'some concern

to the Canada Council Committee. CEGEP policy is to accept

successful graduétes into professional/vocational or
acQ:emic programmes di;éctly”from high school, although
‘additional courses or a certain levelrof marks are needed
for entry into some programm§s. Thus, although theatreu
students could be as young as sixteen years g? age, 'the
curriéula, traininé methods and fjinal goals oﬁ the CEGEP.
are largély the same as thzse of the otﬂer Theatre schools,
where entering st&dents are an average of 2 or 3 yeaés
older" (CCR, p. il?).

5

Few sixteen year olds have the motivation, maturity,

?

broad cultural background oP»life experience essential to

professional artists. Julliard stresses the importance
- ) ,

%

°

-+

" oab
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k)

of maturity and experience in its selective criteria, and
-

seventeen to eighteen years 1s the nz€imum age for admission
-
to most professional schools. The two English CEGEP, which

originally accepted mainly sixteen year old students, now
¥

feel that eighteen years should be the minimum age.for the

theatre programmes, and Have accepted fewer sixteen- and

seventeen-year olds during the last two years, Neither
chairman sets,a maximum age limit for . their programmes,
I , x’

unlike the other profession?l_ﬁphools mefitioned where the

r -

e, ) -
. - Students from other provinces or countries are welcomed

.
e >

maximym age range #is twenty—tngﬁfo twenty—fivedgears.

»

‘" provided they can peet the criteria for admission as speci-

fied hf'tﬁbwGoVefnment”and'the inddvidudl colleges. Cdn-

sinening the low cost and comparative ease of admission it is

not surprising that g;thncq%}egés receive gppiicdgions from
as far afield as the Maritimes, Ontaffo; Alberta, Britinhf
Columbia and the Unixgd States., Of theﬂmorg than‘%ighty‘
theatre 'schopls' listed in the Directori:df;Canadian

.7 . :
Theatre Schools,21 the Quebec CEGEP alene offer free,tuition,

Canadian students are required to pgix;nly a $10.00 Applica—
tion Fee, an annual $32 Student Activity Fee and any spec1al
coirse fees indicatbd within thd course descriptions.

International students, however, are'mequired to pay a $750

<

L -

L] v - . S
21 Canad{ian Theatre Centre, A Directory of Canadian
Theatre Sthools (Ontario: York University, 1979),.

-~ f a
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per year qﬁition fee and an additional sum of $115 for

>

~ )

Health Insurance.

In comparison with the CEGEP, student fees are very

‘Nﬁ* high 1% all major professional schools except the NTS, where

‘tuition fees are only $500 per year: Guiidhail and Julliard

students pay approximately $3000 - $4000 per annum; RADA

students' fees are $1500 per tefm (for three terms), apd

hiN

the Central School's fees range from $1500 a year for the
Teachéf Training prograﬁme, through—$1200 for Speech
Therapy’training, toB$ZOO per annum for the Acting and Sta;e
Management courses - the first year of which is free for
students under eight;;n on September 1 of commencement, In .
* the majority of schools the fees A;@g'be palid in advance by
term or year, and are non-refundable. Even w%th the help of
‘grants and scholarships, the cost of the British and
'/} America£~programmes is likely to prové a deterrent to all
Y
bﬁt the most highly motivated and dedicated students.

All of the professional schools, including the CEGEP,
select candidates on the basis of an audition and/or an
inter?iew, the format of ;hicﬁ ;aries from school to schoal.
Igevitably personal prejudice, the number of applicants
and the quality of‘the talent will determine admission.
RADA is reputed to-select studﬁnts on thg basis of talent

and physical appearance. The NTS looks for a "high degree

of talent, and a unique individual quality - personality,

-

%
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22
and commitment! , and the CEGEP chairmen stress "talent,

personality and potential" as their major criteria in the

selection of candidates to meet predetermined government
‘ 23 {
quotas.

¥

The ébjective criteria upon which selection of gandi-

ddtes is‘based is vague and poorly definedlin mast of the
schools, The Julliard is the only school to state its
crzzéria clearly in its literature. Perhaps because of the
earl§ influence of Saint-Denis, tﬂe stress oﬁ the ensemble

is very strong at Julliard. Talent is, of course, %g
W - .

,,priﬁe‘importance,”but the School attaches considerable

€

. weight to those characteristics which ﬁi}l contribute to

the compatiﬁil;ty and success of the group: personality,
physical and emotional equipment, experience, maturitf and
the ability to work w}th others. The stated purpose‘of the
auditions is to select not only indivfduals, Qut a group
which will study and work together effectivg}?. The audi--
tion itself is very short - a total of tvelve minutes for
two contrasting scenes., In its brevity and conteng it re~

5

sembles the RADA audition. The Guildhall school would .

gt ' . e ]
22 personal interview with Richard Dennison, Naticnal
Theatre School, March 14, 1980,

J .
23 personal interviews with Professor Henry and
Mr, Mallough, November 1980, .

‘
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appear to be the only institution which recalls all short-

listed tandid&tes at a‘later date for a second audition,

The majority of the Schools, including the CEGEP, base

/ \
their auditions on two scenes drawn from the ¢lassical and

,’\ -
modern repertoire, a/song>ﬁ?ﬁgan interview., Although

. \
applicatiop procedures vary slightly in the two colleges, -
. ~ " v ‘ -

. TS N '
students who applq\fqr Theatre 561 must,

views wigh the Chairmen a

‘

At Dawson College the candidate

panel consisting of a minimum of five membBers of staff,

“ et

1

which always includes Mr, Knight and Profegsor Henry.

Fl .

itions before a

in,édditiow”fb the
e

Y ! R :, RS
general application“ﬁﬁg&iggfes, audition and have inter<

other members of the faculty.

Usu-

_ally the panel includes all the full-time/members of staff

4

and part-time spécialiste’iikely to be ,
- *

fiost involved with the
pattefg/;:; the audit;déi is as follows:

student,

Tﬁe

10

Y

¢

The student presents two prepared pileces
of approximately forty-five lines, one
modern. and one classical;

One prepared song, free choice of style
and materialj ) L

The student is then subject to what’
Professor Hengy termed a "rather rigid
interview'", by the panel; -

Following which the'student then is
asked to do one or two improvisations on
themes suggested by the panel, and to
sight-read from a .supplied text.

The applicants are then short-listed, and certain students

“

are\called backgfor a second interview by the panel, after

which the final decision 1s made.

N
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; Similarly, at John Abbott College the student applying

for the Acting Option must:

» 4 .
“ . ’ 1. Present two fully-prepared and memorized
‘ : dramatic speeches between two and five .
: minutes long; one from Shakespeare, and
’ S ' one from a modern prose play and in a
contrasting mood; "
: ) 2, Submit two letters of reference, 6ne from
: a high school teacher of ‘Drama or Theatre
Arts,‘and one from a person fior whom the
- applicant has worked.
r -
3. Perform' a suggested ihprovisation and,
. . . 4, Have an interview with the auditioning

panel,

Applicants for entry to tie Deéign and Techniégl Options
‘have"an interview with a technical prod;ction staff panel
and, in addition to the 1ette£s of reférencg, must submit
a portfolioacontaining exgmples of any arts and craftg or
theatre work‘completed within the 1last tw; years,

The Canada Council Committee, while applauding thg

seriousness and sense of responsibility which théy found

o

gbverned auéition procedures, felt that the auditions were
. éoﬁewpat one;sided-bec;uée stu@ents hdve no practical
opportunity ko assess the teachers, philosoph}es and.pro—
grammes tg which they are proposing to commit 'themselves
for the next three years. Nevertheless, student appraisal
'qf the progrémmes is not a practice ;t any of the profes-
sional schools studied In Chapter Four. Guildhall candi-

1 e v

dates who are short-listed do have an opportunity for

f&

~
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considerable‘cdhhact with the faculty during their second
Sl Y
~ audition and interview, but this is the exception rather

than the rule. - -

. _ Just as each CEGEP.has been responsible for establishing

its own selective criteria and =admission policies, so for

dards and content of its training programme. Until 1979,
h A \

programmes and curricula owed much to the individual biases _
N L

1

and backgrounds of the founders. There was no qutside

consultancy and'ﬁo arﬁiter of s&anaards for the programmes, ~
. Before M. Pare instigated the Provincial Committee to study

D}Eﬁ&‘and Theatre programmes in the CEGEP in {976,'?Be .

vagious programmes }unctioned in virtual isolation, and very

’

much according to their own whims.

)

The move tq/establish a provincial professianal theatre
% 1

programme reflected international trends toward homogeneity
in theatre training. The consensus of what acto% éraining‘
should_be was influenced strongly by the theories of ‘

y L

Stanislavski and Saint-Denis. Studied as anéptganic whole, .

L the inner techniques of modern realism, compgémented by the
clas‘sical techniques of voice and Lovement as% -an aid to
interpretation of the text became the‘standard method of ' )
actor training on both sides oé the Atlantic, The NTS pro-
gramme, founded by:éainf-Denis, was based on this approach.

The Provincialacommittee which met to study theatre

training included several graduates of the NTS, notably

M. Grisé, Committee Coordinator. The basic training

N

. ;;,
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programme developed by the Committee bears a streng resem-
blance to that of the NTS but is made unique by.reason of.

o , - -
the general education courses in English and’'the Humanities.

¢

. Also, Theatre History was elevated from a four-semester to

2 six-semester course in the programme -revisions made in

~

1978-79. Of the other professional scﬁobls, only Julliard .
offers a Liberal Afts component in its professiugal theatre
programme. Thé Julliard and CEGEP programmes thus represent
a consideﬁxble advance in professionaL'theatré training

among the sgPools stuéied iﬂ Chapter Ffour. Both programmes-

v

. .
reflect the international trend toward a*Liberal Arts’

Professional Theatre training.

It is only recently, however, fhat the CEGEP Theatre

departments have taken advantage of the unique opportunity
/ [

afforded them by their position in. an academic institution

and then only on the insistence ¢f DGEC. Until 1979, the

CEGEP failed signally to ensure that their students took '

~

the general educatidon course. Also, from 1973-79, the

.intensive nature of the individualized programmes was such

ghat theatre students had)neithhr time nor incentive to take
the core progiammeg. Lacking these, they failed to quailify
for aIDCS certificate. o .

A Planning and Research Study in 1976 ‘conduched by

Canadian Manpéw;r and Immigration revealed a disquieting -

El

decrease in the number of graduates in the Performing Arts: N

ny

\t
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QUEBEC 4
Program Name Years ° Historical “, T Prpjeéte&
Performing ‘ o ) ”"t ' . :
Arts , 3 '72 '73 T'74 '75 | '76 '77
’ , v '73 '74 '75 . '76 ‘37 '78
lst year . . ’ 2
enrolment . g 269. 225 ;1255 244 258 287
Total T ’ ) ‘ o i
Full-time T ‘ . o
enrolment a 464 521 .464 _ 444 469 522
Graduates ) ) 23 A )
) (receiving: v : -
.cgllege ) r ’ 24
diploma) - ‘ 56 - 123 155 152 135 129

»

‘The decreas® in ‘the number‘of gradugte; wethin the pro-
&
Provincial Administratiom. The heavy work;loadventailed in
the proposed thqatre-training programme left little time for
the core éourses aéd DGEC and the Department of Rrogramme;
refused to accept the plans of the Provincial Coordinatiﬁﬁﬂ
C?%mitteeﬂin %978.

‘.Oné of the arguments made for incorporating Professioﬁal
training within-institutions ‘of higher! education is the need
for artists.fho have more than merely technical ski;IE to
bring”toatheir profession. The Canada Council Committee

- * i \
3 f‘ 3 ’ ’h N 4

24 canadian Community Colleges, Programs,. Groupings
and Projected Outputs to 1980/81, Canadian Manpower and
Immigration, Strategic Planning and Research for Canadian

Community Colleges, 1976 ’

L4
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\
supported the neéd for theatre trainees with a broad cultural

' background and recommended that the Quebec Ministry of Educa-

tion. should "consider that the CEGEP must first ensure that

future ‘theatre students receive a good general education"

¢

(CCR, p. 130). So far as the CEGEP diplomh itself is con-
cerned the Committee felt that, despite the fact that a
coL&ege diploma.will be of little vaﬁkf to an actor seeking’
1‘ ~
employment witﬁin the profession, trainees should complete

their diplomé courses because: . ! .

¢ When we consider jobs in the public service

the situation is quite different. Only the
s diplomas awarded by the two CEGEP and by the

universities have any real value (in terms of
salary scales). - The certificates of study
given by the National Theatre School and téde N
Conservatories are, administratively, hardly
worth the paper they are written on. (C@R,
p. 125)

&

Currently, the dipioma courses are an integral part of
both the Déwson and John Abbott programmes. Students are
not oﬁly encouraged to take the’general education courses
in the first two years, but are refused admission to the
third year of vocational studies if the Liberal Arts .

3

courses have not been completea. Interviewed in 1980, both

M &
yo

chairmen enthusiastically Eupported the trend towards .

Liberal Arts training for their theatre students., This is
t

o

the first year this rule has been in force, so it remains to
B ;

be seen (given the nature of the programme which demands

far more time than appears on paper) how effective this rule

.

<
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will prove. Fortunately, the CEGEP year is structured so

"that students may retake failed courses or missed requi-

site courses during a special summer session.

The CEGEP year consists ®f three sessionss, The two ,

main semesters from September to May are made up of eighty-

two days each, and 105 hours peér course per séssion.\ The,

N
L4

summer semester 1s set up to permit students to make up
courses that were missed or féiled during the regular school
year and to’éllow students to take prerequiéites. Based on
a quantitive ;naLyyis the lenéth of the CEQEP progrémmeé,

exclusive of summer sessions, compares favourably with those

of the other professional schools:

‘

CEGEP 492 days over six semesters
NTS 480 days over six semesters
RADA 470 days max. (395 min.) over
seven terms
CENTRAL 540 days (all programmes) over
) SCHOOL nine terms = .

GUILD- )
HALL 440 days in eight terms

¢ : JULLIARD 600 days over twelve terms

- ~
'

" During the three-year period the CEGEP theatre training

¢

follows the set pattern for all vocational/professional

’25 Thé “above figures were based on a five-day?week
multiplied by the number of weeks per term (session,
semester etc,) as stated in the literature supplied by

each school for the 1980-81 academic year.

A
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p&ogrammes which consists of:

\ e
) i 12 Core courséé (English, Huménities and’ - -
Physical Education) “

field of Specialization
Complementary courses

-

The field of Specialization ineludes all the courses re-
quifed by the deparfment concerned, as set out im the
Caﬁiz;i - The Complementary courses, by DGEC regulations,
must be taken f%om pther fields or disciélineé in order to
give the students as broadly b d an education as possible,
Until 1979, the CEGEP- theatre departments had been,
more or’ less, independenp‘in planning courses and reguiating
the number of hburs. Thé new progrghme, with its rigidly ..
controlled number of credits, hours and courses, allows

much less flexibility thanfﬁreviously, and, for the acting

\
1

students, offers only the most basic courses. If, origi-

nally, the professional programme’ was of such an intense

1 .

nature that students were unable to benefit from the general
academic programme, it would now appear théi the demandg of
the general, academicwprogramme are seriously limiting the
breédth, and therefore, inevitgply, the qualiéy of the
professional programme. |

A comparison of the CEGEP progfammengrior to 1979,
with those offered by the professional schbols in Britai;;
the United~States and Canada indicates that there was little

_difference in terms of philosophy, methodology and courses. .
) , .

9

N
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Surprisingly, the Canada Council Committee, .gn 1its conclud-
ing remarks on English-language theatre training, and

commenting "not on the quality of the instruction but
( .

merely on the Scope of tﬁe’curriculum“'(CCR, p. 81), did

3

not include the CEGEP in its lists of schools which, in-

¢ * ~ N q
their opinlon, offered professional training, If indeed the’
Committee's conclusions were quantitive rather than quali-~

tative it should be noted (in fairness to the CEGEP) that ,in

.1976-77, the NTS (included by the Committee in 1its list of

+

pébfessional schools, Acting Section), at the time of the

sugvey offered only Aikido in addition to those cour;ts

.
offered by John Abbott College, and in the case of Dawson,

Aikido and Fencing.

“
T

The Committee gave eighy guidelines for what it con-

sidered to be the minimum requirements for viable profes-

~

sional theatre training. Summarized, they are as follows:
\

1. Admission must be based-omn aud%tion.
'S

2. Continuation in the grogrammes ghohld be
based on constant evaluation,

«

3. Daily voice, movement and interpretive
instruction.

4, The school must have a profound under- 3
~ standing of the professional world and
' keep its students in contacf with this.

5. Training period should be five days a
week for not less than two school years.

, 6. No studio class should have more than 14
students, and-preferably less,

° -7. Courses outside of the theatre should be s
’ no more than a fifth of the programme ’

(universities).
. ™



o ’ 8.  The guiding philosophy should be clearly
stated, practised and, understood by .
“ everyone. (CCR, p. 77)

In 1977, the CEGEP fulfilled at least seven of the above
. ) ' - ‘

requirements. The three-year college programme exceeded
that suggested by the Committee. Although the Committee

felt that fourteen students .should be the limit for a studio
. . ‘

a

class, most professional schools work with fifteen to twenty .

students.,wAt the time of the survey, course; other than,1
theatre studies occupigd apProximately one qua;ter of ‘the
CEGE? programm;; now more’tﬁan one third are ‘outsiée'
courses, The CEGEP did not, in 1977, and still do not fgl—
£fill the requirements in guideline number four., The same,
however, might be said of the NTS alsg. Both the anglophone
CEGE? and the Engliﬁh section of the NTS are operating in a |

province in which the culture and its theatre are predomi-~

nantly French., What is regarded as a major problem for the

CEGEP 1s seen as an édvaﬁtage for the NTS} "for many stﬁf

-
-n

dents;" the Committee argues, "attendance at the Nis is the

i A}

/
one chance they will ever have of exposure to Quebec culture”
- /

(CCR,.p. 88). v /

!

|
Unfortunately, since the implementation of the new
|
& ' | J
programme in 1979, the CEGEP do not bear comparigon on even

I

.

a quantitive basis with the other schools, Several courses
have been curtailed,‘and others (indicated below)l have had
to be, jor should Thave been, dropped from the programmes in

©

order to comply with the regulations. This has seriously

i

S

v
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- affectedmthe breadth anz\ghe'intensive nature of the pro-

B grammes. One instructor, who wished to remain anonymous)
6( mony, v ' -
- =
LA sald that, "Since the new programme has been introduced it's

D (Theatre 561) not like a professional schopi %gymore; it's
. , 26
getting to be just a CEGEP programme like all the rest."

~ —

Despite the restrictions imposed by DGEC, the colleges

v

are currently giving more than the proscribed basic actor-

training programme. Theatre students can never seem to have

too much of the theatre and willingly ﬁut in many extra
i © " hours. Moreover, DGEC, having established the basic pro-

gramme, is turning a blind eye to 'minor infringeéments' of
. . . I

" the established noﬁms. How much flexibility the colleges

will be permitt remains to be seen, If either the general

]

. education progrﬁmme or the professional training suffers in
-

quality because of the demands of the other, then it would

seem advisable to reassess the role of theatre programmes

in the CEGER~— = ____

N

Currently, the basic theatre training proéramme as
approved by DGEC and set ofit in the 1980-81 Cahier is as

‘ folloWs%En Tables 7 = 10,
¢
Key for Tables 7 - 10 %

.8 , »
Year numbers indicate thg length of the course and not
\ .

necessarily the year in which the course 1is given. Numerals

1

0-0-0, indicate the number of hotirs per week in class time,
- . &

\ v

o
{ 26 felephone interview, CEGEP instructor, January 19, .

" - 19810



"laboratory and preparation time.

cate course hours before 1978-79.

TABLE 7,

ACTING OPTION 561.01

Course

DRAMATURGY
(Theatre History)

MOVEMENT
IMPROVISATION
_ VOICE
INTERPRETATION
ACTING
LABORATORY
TEXT

MAKE-UP

TABLE 8 °

PRODUCTION 561.02

PRODUCTION
LABORATORY

DRAMATURCY

PICTORIAL AND -
SPACTIAL DESIGN

SCENOGRAPHY

1

-—- ® Q0 COUTrSe.

209

Numbers in (0-0-0) indi-

Numbers Year 1 Xear 2 Year 3
110-610 3-0-1 3-0-1 3-0-1
(added
1979)
111-611 0-5-0 Q-5-0 0-5-0
) ' (0-4-0)
121-621  0-5-0 0-5-0 0-5-0
h 4+ (0-3-0 1-2-0 0-2-0
N, JH(0-3-0) (1-2-0)  (0-2-0)
131-631 0-3-0 0-3-0 3-3-0
(0-4-1) (0-4-1) (2-2-2)
141-641 2-4-1 2-4-1 2-4-4
(2~-4-3) (2-4-3)
151-651  0-6-0 0-6-0 0-6-3
(0~6-4) (0-6-4) (0-6-4)
©161-461 2-2-0 , 2-2-2  aeee
(1-2-0) (0-3-1) (0-3-1)
371-471  0-3-0 . —-me- e
] (0-6-4)
(1
120-620 0-6-0 0-6-0 0-6-0
(0-6-4)
110-610 3-0-1 3-0-1 3-0-1
112-612 3-3-0 3-3-0 3-3-0
(3-3-2) (3-3-2) (3-3-2)
130-630 2-1-1 2-1-2 2-1-1
: (2-1-1)
4
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Course Numbers Year 1 Year 2 Year 3
STAGECRAFT 150-650  0-3-0 0-3-0" . 1-2-2
‘ (0-3-0)
i -
ARTISTIC DRAWING _ 152-452  1-2-0 1-2-0 ~—-e-
. (2-2-2)
" INTRODUCTION TO. 160-260  2-1-1 3-0-1  —m—e-
STAGECRAFT (3-0-3)
RADIO/TELEVISION 322-622 1-2-1 1-2-1 m————
PRODUCTION (3-3-0)  (3-3-0)
_ | , ’
" STAGING 592-692  0-10-0 0-10-0 ————
PRODUCTION (new course in 1979)
N\
TABLE 9 '
%,
DESIGN 561.03 _ 2%

HISTORY OF COSTUNME 520 Art History

AND DECOR 160-260  3-0-1 = =——=== =c====
PRODUCTION
LABORATORY 120-620  0-6-0 0-6-0 0-6-6
INTRODUCTION - 134-234  24l-2 ecee-
SCENOGRAPHY . ° (new course in '78-'79)
INTRODUCTION 2-1-1 - L em———
LIGHTING 140 (1 semester. New course in '79)
STAGECRAFT " 150-250 0-3-0  ---o- | ————
INTRODUCTION TO .
THEATRE . ., 160 2-1-1  mmee- L teae
MANAGEMENT gl semester) )
DRAWING \ 170-670  2-2-2 1-2-0 0-2-2
) } ,
SCENIC DRAFTING 180-280  1-1-1 co——— mmmee
(1-2-1)
DRAMATURGY. | 210-610  3-0-1 - 3-0-1 3-0-1
" (1 semester)
SET DESIGN ~ 333-633 . 1-1-1 1-2-3 —ee—-
. (2-1-2) .



L
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C

Course

* LIGHTING DESIGN .
COSTUME DESIGN
CUTTING - COSTUME
_EXECUTION

PROPERTIES

SET PAINTING

.
\ J - 211

Numbers Year 1 Year 2 Year 3

340-440 1-2-0 e ee-ea
(new course) ’

L X ™

343-64 1-2-0 1-2-2 ee-e-
(2=1-2) (1-2-3)

353-653 1-2-1 1-2-0 .  —cmee

(1-2-1) .

560-660  1-2-1 .. T
(0-3-1) ,

590-690 0-2-1 = —-mm—  ——- -
(0-3-1) -

plus: ONE of the following:

HISTORY OF COSTUME
AND DECOR

bl

or

LIGHTING DESIGN

ARTS 520
360

540

and ONE of the following;

HISTORY OF COSTUME
AND DECOR

or

LIGHTING DESIGN
|

TABLE 10

 TECHNICAL 561.04

DRAMATURGY

PRODUCTION
. LABORATORY
.. ,INTRODUCTION
y SCENOGRAPHY -

INTRODUCTION v

LIGHTING

ARTS 520
460

640 -
110-610
120-620
134-234

140

1-2-1 (1 semester)

1-2-1 (1 semester)

1-2-1 (1 semester) .

1-2-1 (1 semester)v

/A\
3-0-1 3-0-1 3-0-1
: . .
0-6-0 0-6-0 0-6-6
&
S
2-1-2

s 2~1-1 (1 semester)
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=3

Course Numbers {;ar 1. Year 2 Year 3
STAGECRAFT 150-650  0-3-0 0-3-0 1-2-2
‘ - (1 séme-
* ter)
INTRODUCTION THEATRE B
MANAGEMENT 160 2-1-1 (1 semester) . -
DRAWING 170-220 2-2-2 ememme eeea-
SCENIC DRAFTING 180-480  1-1-1 1-1-1  ——ee-
STAGE 314-414 _ 3-0-1
MANAGEMENT ~ 1-2-1 2nd semester
(1-2-1)
LIGHTING DESIGN -340-640 i-2-0 1-2-1 = e—---
. (new course '79) )
SOUND 404-604 1-2-1 1-2-2
. 1-2-2 (3 semesters only)
‘ (1-2-1)
LIGHTING 444 1-2-0 (1 semesteg)
TECHNIQUES (1-2-1)
THEATRE 524-624  1-2-2  mmeee emeen
ADMINTSTRATION (1-2-1) .
" +(Production
Management) \ !
Plus: ONE of the two following, courses:
HISTORY OF COSTUME AND DECOR 520-160 3-0-1 .
CUTTING - COSTUME EXECUTION 561-353 1-2-2
One of the twdo following courses: ’
HISTORY OF bOSTUME AND DECOW .520-260 3-0-1 .
CUTTING ~ COSTUME EXECUTION 561-453 1-2-1
Three courses from amongst the following: o
. I\X
HISTORY OF COSTUME AND COR 520-360 1-2-1
STAGE MANAGEMENT \ 561-514 1=-2~0
CUTTING - COSTUME EXECUTION 561—553 1-2-0
PROPERTIES 561-560 1-2-1
SCENIC DRATTING 561-580 0-1-2
SCENIC PAINTING 561-590 0-2-1
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" Three courses from amongst the following: .
: | -3
HISTORY OF COSTUME AND DECOR 520-460 1-2-1
STAGE MANAGEMENT 561-614 1-2-0
CUTTING - COSTUME EXECUTION 561-653 1-2-0
PROPERTIES . 561-660 1-2-1
SCENE DRAFTING ’ 561-680 0-2-1 ¥
0-2-1

SCENIC PAINTING | 561-690

' %
A study of the changes made to the programmes listed

above shows that, in order to bring the total number of hours
b s !

in. each option in line with DGEC requirements, in general, it\

1s student preparation time which has been cut rather than

i
H

class and laboratory time.

Prior to 1979, the Production option 561,02 combined
Production, Design and Technical cohrses. .DGEC regulations
made considerable changes necessary in this option. The

\

result was three separate and clearly defined specializations

. in the area of Produétion. Very few changes were necessary

)

! S

in the courses themselves which make up these three programmes

c

Ebybriqg theg‘into line with DGEC norms., It is worth noting
~ | ’ i

\ o i
\that Producqion students, like their counterparts in the

//

Acting~5§fion, must take a three-year sequence of Theatre

'

?hf&;qiz/}lasses. ‘Unfortunately, the production programmes

do not provide opportunity for would-be technicians to take
-

introducdtory acting courses. X'y understanding by the pro-

duction staff of the special role and problems of the actor

1s essential to the proper functioning of the ensemble.

|

It is the Acting option which has suffered most sevérEIy
‘ 3 ‘\\

from the programme revisions of 1979. As outlined, the pro-

gramme provides only very basic training in the major areas

1}

‘
Y.
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'

i . _of Voice, Interpretation, Movement and Improvisation,

-

supplemented by Theatr%\ﬂistory,,Text and & rudimentary

,
‘

t
course in Make-up.  Introduction to Production was one of
° 7 v

many actor-training courses to be dropped 4in order to meet

2

DGEC requirements. Thus, Acting students no lo§ger have
, ‘formal opportunities to expeiience at first hand the pro-
- . blems and responsibilities of the prgduction team. The
.colleges have alscx&een fotced fbidrsp classes in Dance,
Mime, Fencing, Musi; and Audio-Visual Techniques. Other
céurses such as Voice, MakeJup, Interpretation and .Text
havg had their class-hours or preparation time .curtailed.

Movehent, Improvisationhand Theatre Histdry, on the other

1 o

hand, have been given greater importance, ° Movement—classes

—x

have been allotted an extra hour each week in the third
. \

year; Improvisation now occupies five hours per week instead

3

of two; and a third-yedr class, in Pheatre History has been

@ [
)

added.
The eﬁphasis on Theatre History in all’optioﬁs reflects
/}he international trend towards a more liberal education for

professional theatre artists. In this respect the CEGE?P Y

~

\

students with Theatre Histbry, English, Humanities and four

other copplementary courses are better served than their
coupter{frts in the NTS and the British schools where

academic studies are e%ther minimal or non—existﬁnt.x The
severely 1fmited nature of the CEGEP Acting option, however,

raises the question as to whether thf colleges can now offer,

{ . or claim to offer, professional actor-training. In a

s
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& 4

quantitive analysis, thelr programmeé do not now compéhre

favourab?y with any of the major professional schools, ~.
Despite the new regulations, both Dawson and -John Abbott

4
©

College have contrived to extend their actor-training ﬁro-
\ ° ° o
3 - \
grammes beyond the limits set by DGEC. No written outlines
. M . ) ° ) J/ .
vere available from Dawson College, but Professor Henry in-,
. )

dicated "that his courses follow closely thec-content and

objectives outlined in the l980-81iCahier, as do those of
John Abbott whose instructors were involved in planning and
27

writing #he ‘rationales for the Callier. In addition to the

o
o

basic programme Dawson offers training .in Mime, Singifig and
.. ,

v

*Damcing. As has glways been the casé at DaJEEB}Lﬂh intr.o-

duction to production is an integral pait of the Acting
a S/; o i

programme since there are no Praduction options ‘at this

L]

e 0

college. Acting students are taught rudimentary productdon
4
skills and do most of the technical work for their own showus,
0 .
with help of the faculty and such Theatre 560 students as
~ 2 o . -

wish to gain practical prdduction experience;

o i
w

John Abbott has, offfcidlly, droppgd its'proddctidq .

a
e
4

course for Acting students, but first- and second-year «

students ma%¥ gain experience by helping w{th‘seqond— aad

third-year shows. 5anqg has been dropped from the programme.

o 2

The work in this course is now combined with the Movemert

“ ~
[ 4

qourses and theAActing Laboratory to give the students train-

12

1ng in dances in different periods and styles. Musicad

9

‘continued on p. i17
27 ‘ ' ‘ d

Personal interview with Profeasor Henry, November 8,
1980. See Table 11, p. 216. N

]
0

®e ) ' ) . \ b



"603- = English . English
_ '345- Humanities Y. 345- Humanities

109- Physical Education 109~ Physical Educ.

561-1®0-79 Dramaturgy I / 561-210-79 Dramaturgy 1I

561-111-79 Movement I 561-211-79 Movement 1II

561-121-79 1Improvisation I 561-221-79 Imprbvisation II"

561-131-79 Voice, 1 51-231-79 Voice I1I

561-141-79 Inter};etation I 561-241-79 Interpretationll
b 561-151-79 Acting Lab. I - 561-251-79 Acting Lab. II

%%61-161-79 Text I 561-261-79 Text II

THIRD SEMESTER e / FOURTH SEMESTER

. o

603- English 603~ English

345~ Humanities 345- Humanities "

109~ Physical ﬁhucation 109~ 'Physical Educ.’

561-310-79 Dramaturgy III 561-410-79 Dramaturgy IV

561-311-79 Movement III 561-411-79 Movement IV

561-321-79 Improvisation®III 561-421-79 Improvisation IV

561-331-79 Voice 1I 561-431~79 Voice IV

561-341-79 Interpretation III 561-441-79 TInterpretationlV

561-351-79 ' Acting Lab. III - 561-451-79 Acting Lab., IV’

561-371-79 Make-up I John Abbott 561-471-79 Make-up II John

" TABLE 11

L4

Y

PROFESSTIONAL THEATRE 561,00

hY
ACTING 561,01

N

‘FIRST SEMESTER - ' »

-

(Text III Dawson)

\\j’

FIFTH SEMESTER

561-361-79

561-510-79

561-511-79
561-521-79
561-531-79
561-541-79
561-551-79

Source: .John Abbott Calendar 1980-81, p. 52,

Text III (Dawson -
Make-up 1)

Dramaturgy V
Movement W
Improvisation V
Voilce V
Interpretation V'~
Acting Lab. 'V

SECOND SEMESTER

603-

SIXTH SEMESTER

561-461-79

561-610-79
561-611-79
561~621-79
561-631-79
561-641-79
561-651-79

. -

Abbott (Text IV
Dawson) .

LN

Text IV (Dawsbn -

Make-up II)

*Dramaturgy VI

Movemegnt VI
Improvisation VI
Voice VI
\InterpretationVI
Acting Lab, VI®

|

-
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Interpretation'is no longer on John Abbott's programme, It
. ’ \
has been replaced by an extra-curricula activity called

"¢hoif'. Fencing, once part of actor-training, is now
' N 'y '

0-“
offered by the Physical Education Department in its first-

year programﬁe, so Acting students are able to benefit from
+

?
this course as part of their Core requirements. .

Dhspite ;he impor%ﬁnce attached to voice training in
the Canada Council Report, Voice was one of the courses
downgraded 5y the CEGEP Proéramme Committe; in 1979, The
NIS in comparison has recently extended its classes by about
one héur per week in all three”years, and Britdsh schools
have traditionally placed comnsiderable emphasig upon tﬁis

. 28
aspect of actor-training.

- {
Officially, neither college offers courses in audio-

visual techniques. Given the nature of the market, espe-

v

c%ally for young actors, it is {c be hoped that some pro-
vision for training in this vital area will.be made by‘each
of the colleges. John Abbott, in particular, should be able
to take advantage of 1its new, facilities an§ utilize the
expertise available in its Design and Technical sectigns to
offer some experience in audio-visual techniques, even if it
is not able to offeﬁgthe full course as before,

The objectives for each course and the c%ntent of the
programmes are clearly outlined in the Cahier. Nome of the

J !

28 personal interview with Mr. P, Dennison, NTS,
Mcntreal, March 14, 1980. . .
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CégﬁP involved with Professional Theatre Eraiﬁing offers all
four Theatge optiJ%s, Both English CEGEP have thé Actor~
training programme; but, to date, only John Abbott inathe
English sector is empovered to offer any of thé Production
prdgrammes. Currenzly,_John Abbott's'production-training
consists of the Design and Technicgl options. The objec-
tives and content for the Acting, Desién and Technical
courses are summafized and described briefly below.
Dramatdrgy, or Theatre History, 1is a required course
forjall Thgatre“qptibns. The programme in the Cah%er is
designed for the Frencﬁ CTEGEP. The chronologiéal study -
bgéins ;ith the éreqk, Roman and Italian theatres and play-

wrights and concludes with a study of contemporary drama.

e . A

The ﬁlaywrights and textd listed emphasize French culture,

and considerable attention ig, given fo the eyolution of
drama and theatre in\Québec. The English colleges are ex-
pected td adapt this outline to meet the needs of their
students. Theatre History in éhe English CEGEP, recently
éxtended to a three-year programme, is currently under
review, As outlined in the John Abbott 1980-81 calendar,
the couréqs are based on the traditional, chronological
approach and(there are no outlides, as yet, for thifd—year)
by
courses. The format for the programme consists of 1ectu£es
and discuséions. Students are expected 'to submit one writ-
tenlresearch paper. each semester baée@ on ghe‘stpdy of an
article, play or productign. The student'ﬁust also aom—
municate, in written or practical form, the experiences and

v P

%
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insights gained during his or her research,

Movement courses in the first gear feature basi;
exercises designed to develop body ‘awareness, flexibility,,
control, étrength and good posture, Creative work @s com-
bined with msvement improvisation and elementary choreo-
graphy in the construction of dances. The second- and
tﬁird—year courses ;ontinue basic exercises while teaching
a variety of movement skills io enable the student to move
effectively %ﬁ any'given dramatic gituation. In the third
yearrmgre time is devoted to creating detailed ch?reo—
graphic work. Evaluation 1is based on attendance, partici-
pation and artistic growth. , ,°

Improvisation is a three-year course, The objectives
of the first two years are to free the studené from-mechanical
or clichéd behaviour and to stimulate spontaneous creative
activity. The courses inciude exercises in orientation, ex-
posure and involvement, sensory awareness, acting with the.
whole body, emotive exer;ises and the development of material
for specific dramatic situations. Students are expected to
analyzé and evaluate their reactions and arrive at artistic

Y

judgements, Formal evaluation is based on attendance, par-

. ticipation, and acquisition of skills, The third-year

course is designed to polish imbrovisation techniques, to
- l‘\\ 'x
expand the range‘of eniotion and to give experience in the-

¢ i N

- development of relationships through improvisations. In

tigﬂtly-controlled exercises restrictions are 1méosed in

terms of subject, time and situation. Story theatre
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techniques are developed to a performance level, and stu~-
dents are evaluated on concentration, charaéter development
and their ability to polish improvisational work.

The objectives of the three4?e£r Voigé‘programﬁe are *y
to teach the\stuaenf to use his voice with ease, clarity and

control; to project without strain; dnd to evaluate his own
v 1

and others' voices: . Studies in breath control, projection

" and resonance, phrasing and vocal fnterpretation, range,

pitch and the mastery of vowel sounds of Standard English
make up the programme. Individual faults are isolated and
Eorrected. The need for continual practice is stressed;

and methodology includes lectures, assignments, and the use
of audio materials in individual and group exercises.
Evaluation is based on commitment and progress.as reflected -
in class—pgrformance, rgcérdings made at the beginning and
'e%; of each terp; %nd, in the second year, projection work
on the stage. In the ;hird year, work on basics continues,
and the need for congt%nt vocal practice 1s again stressed. .
The emphasis at this level is on the development of warmth
and va;iety:of tone, on resonance and nuances in speech,

tonal and pitch ranges and work on a varjety of dialects.:ﬁ

The student 1is evaluated on a presentation before a panel

.

of t§e acting faéulty, K .

Interpretation is concerned with acting techniques for

theatre, film and. television. The first year is an intro-

duction to basic acting skills, with-spécial attention to
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imagination, conceqtrat%on, relaxation, and the achievemént

of a sense of trufh” Increasedfflexibilit§ dnd versatility

through working against one's own 'type' constitute the
v '* \}i . ,
primary goals for the secom& year, Improvisation is used
! . - . , ) .

v v . 1 L
to develop characterizations, and time 1s devoted to the '

i

preparation of, scene studies from a variety of modern texts,.

In the second hémestér one-act plays;?nd, later, classical

9

scenes are presented as studig prgﬁﬁztions.w The final year

i

consists of some theoretical review of the qofk already

| - , / s
completed, inténsive practical classroom expérience and
public performance in the college theatre. 1In the *first .-
semester, students increase their knowledge gf the demands

Ll

made by the classical repertoire through the study and pre-

‘
. sentation’of two complete acts, one each from a comedy and
a drama. By thg end of the semester Ehe student is expected
to have mastered)the basic elements of style demanded by
eath of the classical periods and to utilize these skills iﬁ
an effective performance of a character. 1In the seco&d
semester the student is expected to create and interpret a
rolegeffect;vely in any given ‘play. Evaluation®in this
course is based 0? attendance: participation and artistic
growth, '

The Acting laboratory extends the work in interpreta-
tion and improvisation, teaches ghe methods of rehearsal

preparation, rehearsal ethics and theatre-discipline, and

0 ¢ -
develops, an avareness of the relationships between various

-
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theatre personnel, The material used is J&osely related to

the work in progress in thér c&@sses) and evaluation is

based on attendance and term wbrk\ In the third year con-

~

AN
trasting scenes from the classical ang modern repertoire are

studied, and éhe stu&ent prgpares'his role for the final
full-length prodk:tion. During the final ;emester, the
student also prepares scenes and audition pieces under the
guidance of an imstructor.

The principal objectives in the first year of thé Text
course are to,train the student to sight-read a varieéyjof
material fluently and expressively, and to encourage aA
analytic study of dramatic SCriptS., The methodology used
combinéé lectures, discussions, degonstfaﬁions and ‘practical
laboratp;y work with a tape recorder. -The second year
supplements the Voice course and giveg the student oppor-
tﬁnity'to apply techniques of oral interpretation to passages
drawn from éramatic, narrative and poetic t&xts. The student
is expected to study'and discuss tﬂe material and then give
his interpretation 6£ it. In&iiidual coaching is an iqpor-
tant part ;f the course,. Evaluation is based on four class
presentationsf Iﬁprovement as welllas ability is taken int6
account along with attqndAnce and part@cipatipn.: The third
yéar is devoted to the reading and discussion of a.variety ‘i‘

'

o% texts with a special emphasis on the use of language and

=3

its idiom. Prepared scenes or speeches form part of the

final evaluation.

<

Make-up classes in the first semester aim to develop

P2

»
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skills in the two- and three-dimensional effects used in
cbé;acter make-~up for the stage, and include somé texturing
%
techniques and the application of false hair and facial

lifts., In the Second semester instruction focuses upon the

¢

_

three-dimensional ' effects used in film and television, with
w\;h emphasis on prosthet}cs. Students are taught how to

essemble a 'morgue' book which, with a practical exam, is

the basis for evaluation in this course.

Musical Interpretation is now an extra-curricular

«

activity. Variously known as 'Choir' (John Abbott), or
- ’ "‘/
'Singing' (Dawson), ‘this activity 1is intended to complement

-the training in'voice, rhythm and communal cooperation. In‘
the first semester students study the rudiments of music
and prepare choral selections. Tﬁ:wéécond semester 1s
devoted to a deeper level of comprehension of musical theory
and'the\study and presentation of more complex choral pieces.
At Dawson, Dénce classes expose students to a variety of
dance styles, anci;nt and modern, Creative compositions are
also encouraged. |

1

Training in Mime at Dawson develops the art of gesture
by using traditional technique; with emphaslis at first on
simple movémenta and the neutral mask, In the secongayear
emphasis is placed on the analysis of expressive movement
and performance styles, and creative work 1is encouraged. A

study of traditional character masks and the presentation of

a mime in & studio workshop completes the training,
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In the final year both colleges ensure tﬂat students
are taught how to seek professional wérk. They must know
the requiréments of the professioﬁal organizations of
Equity and ACTRA, and be able to gssemble‘material suitable’’
for the best exposure ofltheir inaividual talents. |

. ! . ‘
Mr, Mallough and Professor Henry both stressed the
* !

‘ <
need for constant evaluation. Throughout the three-year

period the ongoing work of each student is analysed, eva-
luated and re-evaluated by his peer ér&up, individual

members. of staff and the staff as a whole. In this way the

‘student is made objectively aware of his progress and learns

to»rgfpond to ' both positive and‘negative criticism. Both
colleges utilize a similar percentage system‘of ev;luation
which is based up&n attendance (at John Abbott three
unjustified,absences constitute failgre of the course),
partic{pation, progress'and a'final assignment or examina-
tton, depending upon the nature‘of'tha course.

The Ac;ing programmes at the Engliéh CEGEP reflect the

basic philosophies of the English Acting section of the NTS,

. Actor training is directed towards the acquisition of skills

rather than towards exploration, experimentation and the

development of the students' self—expression.ggThe English

CEGEP programmes as a whole are more concerned with pre-
I ) ) .
serving established values and methods than providing a

centre for egperimentacién. It should be‘notedxgwht

experimentation, the coﬁmiasioning of new works-and ‘the

[
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production of Quebec plkys is a major_concerp of both the
francophone section of the NTS and the French CEGEP.
~ Training for would-be Directors is'seemingly”&pre.

(#’ﬁ;one of the professional schools include directorjtraining
in their programmes. éo far as the CEGEP are concerned,
training for direction consists of teaching acting and pro-
duction students to undefstand the rud}ments of the
director's work and .his relationship to the cast and\crew.
Opportunities to obs;rve and work with prafegsional guest
&irectors occ;r throughout training and, in particular,
guring the third—yeﬁr productiogs. !
( The two CEGEP maintain close contact with logal profes-
sional theatre groups, television, radio and the Nati;nal
Film Board in order to offset in someé measure the fsolation

‘of the colleges from the worla of professional theatre.

Saint-Denis believed thgt a thégtre training school "should_
not exist in isolation. It’should be related to an activé
theatre, the actors from which might find it profitable from
time to time to return to thejschool to improve or de§elop
one aspect of their talent" (Saint-Depis, p. 108)., With one
exception, Canadian professional schools are not attached
to Profgssional companies., At present the only\Canadién

» school in that enviable position is the Vancouver Playhouse
Theatre School., John Abbott College hopes, once construction
of its facility is’completed, to form 1ts own company and

also to offer wo;kshops for professionals. The students

Qould thus have the opportunity to observe and work with
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? professionals and, occasionally, to participate in the

b
company's performances., %
2 R

/

Performance plays an important part in CEGEP trainiﬁéf

programmes but, in common with the other professional

©

schools, it 1is not until the third year at either college
th:; studepts are permitted to appear in majof roles 15
\full—scale‘publié performances. During the first .and second
years; practical work takes place in workshep situations and
studio productions. Second;year students of particular pro-
ﬁise qre'permitted to audition for minor roles in third-year
productions as the need arises, ' o

Second- and thifd-year productibn® include scenes, acts
and plays from both the'classicalland modern repertoire.
Emphagis in the first year is on modern texts and ;cenes,
and in fhe second year on classical ‘scene”studies. Third-
year productions may be eitﬁer classical or modern, dépgnd—
ing upon the pa%ticular needs of the éroup in -any given year.
Mr. Mallough and Professor Henry cit;d the follo&ing as a

random sample of second and third-year performances dugﬁgﬁ
w N

the last two years:29

John Abbott

, Antigone Jean Anouih
How the Other Half Loves Alan Ayckbourn
A Phoenix Too Frequent ‘Christopher Fry
A Midsummer Night's Dream’ Shakespeare
The Miser . , Moliere .
The Ttalian Straw Hat * Eugene Labiche
Ri?g Around the Moon Jean Anouih

&

29 pPersonal interviews with Mr Mallough and Professor
Henry, Montreal, November 1980. ) ‘

<
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-John Abbott

"Black Comedy and White Liars

Ah, Wilderness!
The Country Wife

Dawson
Tweffth Night

Rose Tattoo

Saturday, Sunday, Monday
As You Like It

Uncle Vanvya

The Hostage

Volpone

After the Fall -
JB
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Peter Shaffer”
Eugene 0'Neill
William Wycherley

Shakespeare
Tennessee Williams |
Eduarde de Phillipo

" Shakespeare

Anton Chekhov
Brendan Behan

. Ben Jonspn .
* Arthur Miller °

Archibald Mcleish

It must be stressed that the above is a random sample and

does not necessarily indicate bilas towards training in either

N a

the classical or the modern repertoire at these ¢colleges,
+

Public performances provide an opportunity for contact

v

i o

with local -high schools and the communf;f at large. The pro-

fessional theatre students prepare and take scene studies to
the sc£ools as pért of their training programme, and the
schools ig théir turn reserve blocks of fickets for major
prodﬁctions. By reason ;f their location both colléges might
be sald, to some extent, to acE as local community theatreé,
and each has bullt up a nelghbourhood audience. The third-
year productions also act as show-cases for g;aduating,
students. Professional people from local theatre companies,

the Film Board, television, radio anﬂ film companies, as well

\
as local critics, are invited to attend the shows, which are

, Judged by professional standards.

To what degree the performances affect the graduates'’
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0
chances of employment is 1mpossib1e to deterhine: No ata—l
tistical information is Qvailable concerning the number of
&EGEP students who have succeeded in obtaining employment
upon completion of their training. A 10991 film-making

| : o
'boom' in the last few years has, according to both chair-
meK, provided employment for many graduate actors and
30
technicians. The hearsay reports of CEGEP chairmen indi-
4 - 'l

cate that the "majority" of theilr studen e _succeeded

TTTT—
T

in. finding employmentAin<Eaﬁ?7nﬂuggj the entertainment

industry, andﬁthat, generally,_techni:;I\;EEBengg\ape able
to obtain emplquent more easily than actfhg studégzg?il
The Technical options designed by the provincial -
Coordinating Committee are very similar to those offeted by"
the NTS or, indeed, aﬁy of the inte;national schools whicg
offer specialized.technical theatre trainiﬁg. As 1is the

case in most professional schoolsJ the CEGEP prBductioq pro-

fgfammes 4are intended to interact with the Acting option. A,

comparison between the Cahier courses described on pages
209 - 213 and John Abbott's programme on pages 229 - 230

continued on p. 231

t 30 personal interviews with Prq%essor Henry and
Mr. Mallough, Montreal, November 1980.
\\.

- 31 The President of the Canadian Actors' Equity
Association, Mr., Dan MacDonald, informed the Canada
Council Committee that he estimated that anglophone
Canadian theatre might be able to absorb thirty or so new
members each year. (CCR, p. 10)
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TABLE 12

PROFESSIONAL THEATRE 561.00

'‘DESIGN OPTION 561,03

A

S * 8 ' :
FIRST SEMESTER . .

603~ English _

345+ Humanities . | 27
109~ Phys. Education
561-110-~79 Dramaturgy I
561-120-79 Production Lab I
561-130-79 Scenbdgraphy I
561-140-79 1Intro to ﬁighting(
561-150-79 Stagecraft I
561-170-79 Drawing _
561-180-79 Scenic Drafting I

{

THIRD SEMESTER

603~ -
,345" q/
109- «

- 520-160-79

561-310-79
561-320-79
561-333-79
561-340-79
561-343-79
561-353-79
561-370579

English,

Bumanities

Phys. Education

Set and Costume
History I

Dramaturgy III -~

Production Lab IIT,

Set Design I
Lighting Design 1
Costume Design I
Cost. Execution I
Drawing III

FIFTH SEMESTER

561-510-79
561-520-79
56--533-79
561-540%79
561-543-

*561-553-79

561-560-79

561~570~79

561-590-79
{

3

Dramapurgy V
Production Lab Vv

-Set Design III
Lighting Design" III

Costume Design ITI
Cost.
Properties I
Drawing V

Scene Painting I

',?2 John

Abbott Calendar 1980-81,

Execution ITI

603~
345-
109~
561-160- wé

561-210-79
561-220-79
561+230-79
561-250-79
561-270-79
561-280-79

" SECOND SEMESTER A

English
Humanities

- Phys. Education

Intro to Theatre
Management I

‘Dramaturgy II,

Production Lab II

.Scenography II

Stagecraft II
Drawing IT '
Scenic Prafting 'II

.

FOURTH SEMESTER

603-

345~

109- =
520-260-79

561-410-79
561-420-79
561-433-79
561-440-79
561-443-79

561-453~79

561-470-~79
»

SIXTH SEMESTER

+ 561-610~79

561-620-79

561-633-79

561-640-79
561-643-79

-561-653-79

561-660-79
561-670-79

- 561-690-79,

?

p. 53.

o
Iy

English
Humanities

Phys. Education
Set and Costume
Histpry 1II
_Dramaturgy IV
Production Lab IV
Set Design II
Lighting Design II
Costume Design II
Cost. Execution II
Drawing IV »

!

‘Dramaturgy VI

Productien Lab V
Set Debign IV .
Ligh#{ng Design IV
Costumeg Design IV -
Cost. Execution IV
Properties II

. Drawing VI

Scene Painting II

o

a
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'561-550-79 Stagecraft V . 561-650-79 Stagecraft VI

N . . 230

TABLE_13 . ’ s .
PROFESSIONAL THEATRE 561.00 . )

TECHNICAL OPTION 561.04

FIRST SEMESTER . | SECOND SEMESTER

603- English - ‘ - 603~ English .

345~ Humanities A 345- Humanities

109- Phys. Education 109~ Phys., Education
561-110~79 Dramaturgy I 561-100-79 1Intro to Theatre
.561-120-79 Production Lab I 4 Management I
561-130+79 Scenography I 561-210-79 Drawaturgy II °
561-140-79 Intro to Lighting  561-220-79 Production Lab®™II
561-150-79 Stagecraft I 561-230-79 Scenography II
561-170-79 Drawing 1 561-250-79 Stagecraft II

561-180-79 Scenic Drafting I : 561-270-79 Drawing II
’ 561-280-79 Scenic Drafting II

THIRD S%EFSTER ‘ FOURTH SEMESTER

603~ English 603- English

345-° " Humanities 345~ Humanitiegs

109- Phys. Eduycation 109~ Phys. Education

561-310-79 Dramaturgy III , 561-410-79 Dramaturgy IV

561-314-79 Stage Management I 561-414-79 Stage ManagementlIl
561-320-79 Production Lab III 561-420-79 Production Lab IV
561-340-79 Lighting Design I 561-440-79 Lighting Design II
521—353—79 Cost. Execution I _ 561-444-79 Lighting Techno. I
561-380-79 Scendc Drafting IITI 561-450-79 Stagecraft IV -

561—204—79 Sound I 561-453-79 - Cost. Execution II
561-850-79 Stagecrafp III 561-480-79 Scenic Drafting IV
FIFTH SEMESTER - SIXTH SEMESTER

561-504-79 Sound II . 561-604-79 Sound III .
561-510-79 Dramaturgy V 561-610-79 Dramaturgy VI

.561-520-79 Production Lab V 561-620-79 Production Lab VI

561-524-79 Prod. Management I 561-624-79 Prod. Management II
561-540~79 Lighting Design III 561-640-79 Lighting Design IV
[
561-553-79 Cost. Execution III 561-653-79 Cost, Execution IV
561-560-79 Properties I 561-660-79 Wroperties II :
561-690-79 Scene Painting I 561-690-79 Scene Painting II
; :
-~

33 John Abbott Calendar 1980-81, p. 54. /

-4
)
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shows that the Design option has its full complemegt of
designated courses. The Technical programme, however,

would appear, to judge from the John Abﬁott 1980-81

_ Calendar, to lack the following éourse§ %rom the’brogramme

A
4

2 } B -

of studies:

L I *

" COURSE NUMBER(S). + LENGTH OF COURSE
, . ‘ BY SEMESTERS
h 1
. 'Stage Management 514-614 2
Scenic Drafting , 580-680 2 ,
History of Sets
and Costumes 360-460 2

The ommission of these courses is no doubt occasioned by

DGEC's hour and credit norms, but their absence is a matter

of considerable concern. If, as in the Acting option,’DEGEC
norms take yria}ity over a thorough professional training,
then thefCEGEP and the government depar;mehts s§5uld re-
1ass€ss the viabilit; or role of professional theatre training
at the college le&eby

Cyrrently), the Design and Teéhnical sections at John
Abbott share” an intensive, common first year. The student is
expected to "achieve a certain degree of skill, cogprehen—

1

sion and appreciationof all the design and technical aspects
. 34 ’
of theatre"” . 1In the second and third years the student .

follows the curriculum app}opriate to his/her specialization.
-k

34 john Abbbtt Calendar 1980-81, p. 52. | s

»¥
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Students in these options are, under the guidance of

faculty in the first and second years, responsible for

mounting all shows presented by the Acting section, These

may range from workshop productions to full-scale pubiic
, .

performances. Evaluation depends to some degree upon the
néture of the courseslin this option, but in general class
attendance and participation account for approximately
&L0%Z-507 of the final mark. The remainder of the mark is
awarded for execution ana completion ;fospecific projects.
Three unjustified aﬁsencés constitute a failure o _he b

course. A studert must also pass all professio nd core

cours‘F in his/her semester in order to proceé&d to the next

- level. Exceptions may be made only with the formal approval

of the faculty,.

‘ The ;bjectives and course content for the Professional
Theagre Production ?ptions are given in detai/l in the
Cahier. The Design and Technical programmes at John
Abbott, summarised and described below, ‘comply closely with
DCEG regulations, ‘

The Production Labor?tory‘first—year courses are in-
tended to provide the‘studeni witﬁ an opportunity to
acquire teihnical experience ag'a crew member, working at a
variety of tasks under actual produdtion conditiions. In

the second year, students learn supervisory skills as a

creé chief during a production, assisted by a staff resource

x

. person; and in their final year studénts are assigned

[}
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specific creative responsibilities Aepending on Individual
capabilities apd vocational>goals. Compulsory attend;nce
at professional theatre performances is an inteéral part
of the three-year programme. Evalpation is based on
standards of work, defendabiii}y, ability to work in co-

) .
operat{dm with ofhers, supervisory skills and success in
meeting dead%ineé&

-The first two semesters of Costume Design are intended
to develop ghe script analysis skills necessary for the
creation ;f an appropriate anq effective wardrobe for any

N

costume designs for a modern ‘one-act play complete the work

given play., - Life~drawing skills, costume-drawing and

of the first year. Considerable emphasis is placed on the

importance of the director's concept and on working together
a

as an ensemble. Students are given weekly assignments and
‘a project at the end of each semester. Second-year courses

aim to perfect skills in costume design and rendering, and

N

to teach students to coordinate costume and set design.
- Py

Students are expected ;to design pe;iod/Ebétdmes and to
= //
€ /
e
render costumes fo;/ghe/ébhool's third year productions,.

»

PR R

The students are also taught how to prepare a portfolio

for professional preé%ntation. .

‘

Costume Execution (Cutting) in the first year aims to

\

teach the fupdamentals of the costume cutter's craft. By

. the end of the year students have acquired complex sewing

skills, .and have some familiarity with pattern adjustment

. 4 .
and the calculation of fabric estimates for various styles
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»

and periods of costume., In the second year ﬁtud;nts learn
to build and execute‘a‘grOund pattern from exact measure-
ments, to style a groﬁnd pattern touvarious costume shapes,
to make modern garments from the pattern and to drape and
cut a8 costume on a figure, Evaluation 1s based on pre-

N

cision, efficiency, attentiveness, homework assignments and

I

major prodgction projects. ) !

Drawing is now a three-yeatlprqgramme which, in the
first year, aims to develop basic skills 'in drawiﬁg that
can be utilized Iin theatrical design. The first year also
includes a study of art history, and the sEudent is expected
to produce a written p;per based on the study of an artisé
of his/her choice. 1In the second year the student is
engoﬁ;aged to pErf;ct visualization skills; to experimeng
with the use ofpvarioJ% media, and to establish an effec-

{
tive style. This course also includes freehand perspective
rendering, the visualization of form in space,ﬂmass and
movement, the graphic treatment of ‘textures and the use of
colour and light. Third-year gtudies stress speed and
accuracy in rendering creatIve designs. In conjunction with
the&study of figure—drawing,'ahd period costume and acces-
sorles, students are instructed in methods of historical
research and are required to produce written evidence of
their-research at the end of the final semester. .
. The History of Sets and Costumes\is a compulsoryoFine

Arts programme of studie gor Theatre Department students

in the Design section. The Cahier describes this as a
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twb—year programme, but John Abbott's Design option
appears to include only two of the required four courses,
Throughqlect;res, discussions and research, Design students
study the changing fashions in sets and costumes from the
Greek Golden Age to moderﬁ times., A specific/study is

made of changing theatrical presentation from nineteenth
century natural;sm to the present day. The course of
studies also covers a variety of rituals and festivals, in-
cluding those of the Orient, Evaluation is baséa on atten-
dance and an indeﬁendent research project. i‘

The Lighting programme includes Introduction to Lighting,
Lighting Design and Lighting Technology. The introductory
course is~designed to familiarize students with equipment
and procedures used in theatrical lighting execution. The
four-semester Lighking Design section first treats the
basic skills necessary to design with lights in“a standard
theatricalVSpace. The second semester stresses a technical
grasp of colour, optics and the behaviour of light in
theatrical creations. A con;ise methodology for approaching
design problems in theatre is establlshed. In?the Becqnd
year, the aim is to devloé competence in designing liggping
for realistic gettings for p;oscenium and arena stages and
cycloramas. .Lighting Technology is intended to give the
student; an upderstanding of the eﬁhctrical and electronic

stystems used in a theatrical installation, and students are
' I

" taught how to operate a Memory Control System.
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Two closely-related areas of theatre administration are
studied in the Production Management and Theatre Management
courses, Production Management treats the functions of

each department involved in theatre production - performance,

publicity, ticket sales and the l1ike. The basic skills of
8cheduling and budgetiing are taught, gnd students are re-
quired to make up a schedule, and to plan the staff and

budget for a small summer season. Second semester studies

examine commercial and subsidized theatres. In this semester

! «

students set up a schedule and outiine staffing and budgets
for a regi;nal theatre to a standard needed for presentation
to a fugd—raising body.,

Theatre Management gives an understanding of ﬁheatrical

organization, and the accepted channels of communication and
, .

’ . 4
authority in Canadian, American and Europedn companies, "

-

N
Theory and practice in Front-of-House skills, Producing,
Business Management and an examination of the financial and

legal aspects of theatrical organization completes the course.
4 N
The Properties course teaches the techniques of con-

—

struction and a practical understanding of the materilals
. 9

used. The student learns how to interpret a property draw-
ing and to execute a solid workable property, Evaluation is
based on the quality of projects,

a

Scenic Drafting introduces the student to basic drawing

) techniques and the specific challenges pbsed by technical

drawing for the.theatre. Students are taught QOW to .inter-

pret set designs into clear, precise technical drawings for /

'
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set construction,

Scenography or the Principles of Design - involves a
systematic investigation of the theory and practice of ?
design for the theatre. Lectures and discussions gmpha—
size the relationship between the design and the Bcript;\Jf

and the different architectural and directional require-

3

ments demanded by theatre through the ages,

The closely-related Set Design course consists of
lectures, discussions and analysis, and practical projects -
in its first year. This course attempts to give the student 2‘
a working knowledge of script analysis for set design, and
an understanding of the technical methods used to create
atmosphere in a variety of sets. In the second year,
students peffecf their practical design skills by working
with multiple sets and décorative designs. During this
year individual help is given in the prepar;tion‘of a port-
folio for professional presentation, ‘

Scene Painting gives instruction in théq%ayout of P

sceneri, the mixing of paints and textures for flat and

three-dimensional scenes, and the skills of 'bas relief'

on canvas and scrim-drop. An evaluation is made of the

stude}t's participation and the quality of a drop project

o+

and/@ set-piece.

&

(

Stage Management is q‘two—semester course, Audition
aﬁd rehearsal procedures are studied as well as depart-
mental supervisiop, and methods of running & production at’

. ? Y ,
home and on’,tour.|/ Evaluation is based on the quality of

v

[ o
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A

prepared prompt scripts and plots for scenes and plays of
increasing complexity. L

Finally, the Sound courses gfvé theoretical and prac-
tical experience in the pugchasigg, assembly, installation
and use of audio equipment fbr livé‘theatre, television and
filn and recording studios. Special emphasis is placed on
preparation for production'situptions of an unexpected
nature. Evaluation is based on the level of acquired skills,

The Design and Technical options described above are
similar in methodology and conmtent to the Production section
at the NTS. A comparison between the D%éign and Technical
sections offered by John Abbott and” the National School
(see ch, 4) shows that, in terms of course offerings, the
proéramees are almost *ldentical., There are, however, two
major differences: NTS students do not receive the bene-
fit of a Liberal Arts education and the opportunity to
graduvate with a College Diplbma; and the CEGEP programae
is three years in length as compared with the two-year
proggamme offered by the NTSf The three-~year production
programme, it should be noted, is longer than any compar-
able professional programme. in Canada, ﬁritain, or the
United States. The, CEGEP third year could be s;id to serve
as an apprenticeship programme since it consists of full-

timé practical experience mounting all types of production

for the Acting section.‘

!

v -
+The practice of using Production programmgg to service
N ~ s -
/

»
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Ac;or traiﬁing was not fully supported by the Canada Council
Committee. In its Report the Committee suggésted that such
a practice resulted in "premature exp re and concentr;ted
application /which/ can harm artistic development., Simi-
larly, exposure to unworkable scripts and poér direction
too early in the development of the designer can;be deva-
stating." In general, the CAmmittee felt that production
students were'given too much responsibility for mounting
productions with inadequate training (CCR, p. 65).
Complementary Acting and Prodqctionoprogrammes are common
tolmost institutions offeriﬂg both options, since the
nutual benefits derived from such a practice are obvious
and p;actical. The Committee suéges;ed that instead, pro-
duction students should be a prenticéd to professional
companies for one year. ven the current high unemploy-
ment among production personnel and union objections certain
to be raised by Equity and ACTRA, the CEGEP third year
pfoductioh experience sééms‘as practical a strategy as any
suggested to datel'

The Coﬁmittee‘also criticised the hierarchical divisions
andlbther fo¥ms of segregation it found in many tfaiging
schools. Segregation would not sgeb to poeeaa problem '

within ‘the Professional programmes at John Abbott, All

.
~

three sections share a common course (Dyamaturgy); the

Design and Technical students share a common first year,

and all groups receive instruction on the relationshibs

‘between actors, directors ané production staff, ~The

Ead
€

P
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Department aléo emphasises the communal effort required to

1

make a producfioq.

a

A

The NTS production programmes were judged by the Canada
Council Committee to be comprehegsive and satisfactory’in
most areas., Despite the similarity between the CEGEP and
the NTS's programmes, no CEGEP was included in the Com- ’
mittee's list of schools considered, on a quantitive basis,
to offer adequate Eroddction‘training (CCR, pp. 81-83),
Yet, on page il6 of the Report, it states that "the.train-

ing of actors,! technicians, and designers is generally

competent in all the theatre schools in Quebec", a contra-
diction which leads one to suspect.,that the prograﬁmes‘in

the Englis% CEGEP received ohly cursory attention,

Despite the somewhat uninformed and negative attitude
of the Committee towards the CEGEP theatre programmes, the

Report did note that the majority of studen!E who were

intervieved seemed satisfied with most of the training,
-

The Committee was also'favourably impressed with the

conscientlous and enthusiastic attitudes of the CEGEP in-

structors (CCR, .p. 116).

'
~

IWhile one cannot but admire the dedication and zeal
. . . LY

which inform professional iheatre‘training at the English-

[l

lanéuage CEGEP, it is impossible to ignoré the 'quo vadis'
aspect of these programmes. It became clear in my

discussions with M. Paré that their future (and those of
. \
the Frenth CEGEP to a lesser degree) was in some doubt. f

[ i .

!

£l
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This uncertainty was also underlined by the findings and
recommendations of the Canada Council Committee, which re-

ported that in 1977, "some twenty-two theatre schools
' \

graduated approximately 214 students in addition to the

£
.

unknown "numbers of non-graduates who swell an already
glﬁtted market"” (CCR, p. 10). Paramount Among their con-

cerns and recommendations was the belief that there are too
¢

many anglophone acting schools. The Committee felt that,

four wouid be sufficient, and recommended that "the provin-
cial governments should\re-ekaming the viability o£ CEGEP's
and community coclleges as places for professional training"

(CCR, p. 88).

The Committee and many professionals feel that the -

co}iege graduates are 'too numer ous [and] in many cases -too

-young and ill-prepared to meet the demands of the Profession”

(CCR, p. 89). The Committee did, however, offer gome
constructive suggestions for the role that the colleges
could play in the overall theatre training p%o;ess. Thedr
criticisms and suggestioné, and the conclusions reached b§
this researcher, will constitute the fin;I chapter of this °

siudy.\ ’

o

<7
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< CONCLUSION .

Underlying CEGEP pedagogy is the premiss that liberal

and vocational education are not mutually exclusive. At the
’ ¥
post-secondary level,drama and theatre studies, it is

believed, can enhance the education of every student, whether
' N
liberal or vocational, Developmental goaf%, however, parti-

cularlyvfa the general education studies, are poorly defined

l

A J
by both the government and the colleges.

Theatre 560 owes everything to individual inifiative ahd

LN

néthing to an understanding of the goals of Liberal Arts g
Drama and Theatre programmes or caréful planning at the ¢
government level. When the new college programmes were
estgblished 4in 1967, government planners uncg&tically
adepted the out?oded Drama pedagogy of the colléées‘§ \
classiques. 1In 1970, a practical dimension was perfunc-

torlily added to existing Drama -<courses, In 1980, in order

f

to comply with new g%yernment norms and regulations, an
important segment of dramatic literature was dropped from
{

the programme, No serious ef\ﬁ\t:s to reassess and replan
the Liberal Arts Drama and Theatre programmes have been made
éince 1976, when a study of Theatre 566 was tabled by thel
Provincial Plgnning Committee,

In view of the government's patent disintereste the

- . ‘.,
disparate nature of ‘the Liberal 'Arts programmes in the five

A .
basic aims of Drama and Theatre studiesgs is inevitable. Four
2 ¢ :

\

S

L

A
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. . S | .
of the col{bges might be said to conform to the spirit 1if

not the letter of a Liberal Arts credo. 'Each of the four

. i
does, in varying degrees, offer "an opportunity for cog-

Rl
o

nitive and affective developmeént, and provide }rstruction

©

' ' -y
and practice in the skills of the art form;\wnéﬂburement and

evaluation, the ‘Arts is very difficult, The quality of
. , )
the developmentalgprocgsses involved .and the effectiveness

of the individual programmes$ cannot be determined in this,

study; but interviews and first-hand observations suggest
\ ° '
that ‘less. stress 1is piaged on scholarly ‘and critical percep-

tions, or the develdphent \of cognitive communications
v A ' ~ L]

%

skills, than on affective development and/or skills of the
¢

art fotm. o

To whatrdegree cognitive and/or affective %fvelopment

is stressed depends 1arge1y on the instructor s interpreta-

tion of the goals and his personal biases., To some extent,

- . . " \

methodology is also influenced by facilities, but peﬂagogi-

o ‘i
cal approaéies at each of the CEGEP clearly owe more é@
i : -
personal bias than tq the exigencies of the physical plant,
Vanier's group—-theatre programme, for example, reflects
’ . v

strongly ‘the belief of its instructors that cognitive and

L]
[a]

affective learning should be directed toward the develop-
' - ]
ment of soeial—pol;tical awareness., Textual analysis,

" 4
interpretation and the skills of the art +form are directed

toward the growth of the individual in relation to his socio-

-

political responsibilities to*society. Despite poor

physical conditions practical exgerience is etressed.

, P
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3 [ )

Individual partiéipéfion progresses through group work to
\ ‘)

studio workshops and finally to public performances. The

emphasis throughout is on the developméntal processes

involved rather than-the product,

o

The Marlanopolis College progfamme 1s designed to roffer:
a comprehensive study of Theatre, Under even mofe difficult

conditions than Vanier, Marianopolis offers practical in-

a g

struction and experience in the art form through workshops
and studio presentations. Courses in theatre history, tex- '
tualifhalysis of plays in diffierent styles and genres, and

classes designed to develop self-awarepess and sensory .per-

b

ception provide for cognitive and affective development.

Champlain College's one-semester Theatre course is )
- . :

concerned mainly with affective developmentf) This college,
] \ 2

wvhere Drama is an English Department djiscipline and Theatre
% .
is taught by the Department of Fine and Creative Ar;s: offers

©
al excellent example of an artificially compartmentalized

Drama and Theatre curriculum. Funding policies unfortunately

0

.encourage such compartmentalization, which in turn leads to

competition between %epartméqts for courses and students.
) N

w Competition of a different kind obtains at the two

colleges which offer both Liberal Arts Drama and Theatre ¥

studies 'and Professional Theatre Training., Theatre 560 at’
Dg@fon and John Abbott Colleges is subordinated to the

claims of the Professional prég;hmme. Within thé limits

/

imposed: by these claims, Dawson's approach appears to

emphasize cognitive and-affective development. The somewhat

o
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li&ited opportunities for practical participation give/cause

for concern, In terms of personal development, essential -

o

practical participation 'may.  take place effectively in the
classrogﬁ. In order to explore Drama and Theatre as a dis-
cipline, however, some level of public perforgance is
necessary. Without the”;pportunity to experience the skills

of the art férm%,albeit at the level of studio or workshop

presentations, ®uch programmes do not provide a valid .basis
for the totalf¢exploration of the discipline. If Dawson
tends to scant the practic%l dimension of Drama and'Theatre‘
studiﬁs, John Abbott minimizes, in its obsession wikh public
perfofmance, studies in textual interpretation, and critical

analysis, both of which are essential to an understanding of

o

the theatre art and integral to a liberal arts education. A

\

further weakness of this type of approach is the tendency to

foster 'stars' at the expense of the development of 2ll

individuals enrolled im the course,

-

A pajor disadwantage of the Liberal Arts programmes is

the lack oflclearly articulated aims and a-planned methodo-

lpgy at the government level, The colleges, in their turm,

have not thoroughly examined and defined the aims o( Liberal

T

—— ®

-

’

Ards Drama and Theatre for themgelves.‘ Once the goals are

» b
eetiblished+_it is essential that each Theatre Department

head clearly articulate the intent of his/her programme,

[

Instructors should emsure that the aims and content of their
programmes are clearly stated in promotional material so

/
that ‘students can be guided,to Lthose institutions best suited
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to their needs. Qonsbint eand rigorous evaluation of depart-
1 mental offerings 1s of the greatest importgnce.
Drama and Theatre programmes currently available at the
CEGEP owe everything to chance and nothing to planning and
'cooperation. Each instructor and.his programme exists in
splendid isolation. The lack of cpordinétion between pro-
grammes may be due in some measure to the he;;y teaching
schedules of the instructors. The peographical 'gpread' of
the five institutions also adds to the difficulties of
cooperation, qgut the main stumbling«plock iies in the
s attitudes of the instructors themselzzk. With the ;xception
of the instructor at Champlain College, there was a total
, *lack of interest in the, programmes of tbé other colleges.™
No doubt a contributing factor to the problem of iso-
lation is the instructor;' anxiety about the future of Drama,
and other Arts programmes, in the Quebec educational scheme,
‘ ‘ That these programmes egist at_all is largely due to the
' dedication and enthusiasm of their foﬁnders, and the hard-
won support of students and admiﬁistratoré. The instructors
know, and none better, that in times of economic stress and

&
political uncertaiaty, gsuch programmes as Drama and Theatre

are us?allg the first to be dropped from the curriculum. )
v This regults in é self-protective withdrawal lest";he status -
quo be disturbed. ‘ ' .
The lack of c;operation between :@Bocolleges is not
peculiar to the anglophone CEGEP. It is reflected in the

{ lack of cooperation and coordination among Drama and Theatre

BN

]

»

bt 4
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programmes at all levels of education throughout tﬁe pro-
vince. Little leadership in this area 1is to bé expected
from governm%nt sourcis, for whom Arts education is not a
priority., The decision in 1976 bx the Provincial Planning
Committee, set up to coordinate Drama and Theatrelin the
colleges, to table indefinitely the study and revision of
Liberal Arts programmes 1n favour of vocational programmes
makes the government's disinterest abundantly clear.

In view of these attit;dés, a concerted effort in
cooperation and planning by the five English-language
colleges in Montreal, which might event;ally reach out to“
include concerned Drama educators in thé schools  and uﬂi;er—
sitieg,’would seem highly desirafle. Hierarchicall}
situated as they are between the high schools ana the
universities, the CEGEP enjoy a unique position; and one
which eminently qualifies thém to approach local 'education
authorities and/ university drama departments with a view to

v

stimulating a renewal of interest in Drama education at all
levels, and to plan a coordinated programme which will

\

benefit the individual, the theatre and Canadian culture in

* *

-~ general,
A

| In comparison withlLiberal Arts Drama and Theatre
‘studies, -the benefits to be derived from the CEGEP Profes-
sional Theatrg Tfaining programmes in relation to the
commun;ty and professional theatre are less obvious and

frequently controversial. -

Professional theatre people are not aiways under-

3
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standing or appreciative of the academically-based pro-
grémmes for vocational theatre training. While most pro-

fessionals readily suscribe to the idea of programmes to

P

stimulate, Instruct and train an informed and sensitive

audience, few professionals _react positively to the subject

o

of theatrg schools and their programmes.. Given the limited
opportuniﬁié& avallable im an overcrowded profession, it is
not surprising that theatre schools provoke a certain
hostility in -professional theatre people, v

It should be noted that this hostility is not a recent
phenomenom, and that it is not confined to Canada. Some

twenty years ago, Michel Saint-Denis, in Theatre: Rediscovery

of Style, commented on the antipathy to training schools on

‘ .
the part of working professionals; and the criticismskhe re-

*

ported are echoed in the Canada Council's Report on theatre

* '

training. With slight variations, the basic complaints are
two - too maﬁylscﬁools ;nd students, and poor training. These
complaints, as thé Committee pointed out, are not peculiar to
the theatrical profession, but are™a common ploy of most
professional bodies which pour scorn upon the inexperience

of younger membérs in an attempt to limit competition.

‘Notw{thsta;ding the. complaints of the profession, the

philosophical justification for professional Theatre train-
ing within the framework of the CEGEP rests on the belief

hat an actor should.be more than just a well—traineé crafts-
maﬁ; that in addition to technical ;kills a professional

artist must be able to investigate, analyse and respdnd to

¢

<

' [
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intellectual stimuli as well as to reigect and be a£1e to .
comqunicate with his fellow man, The actor, therefbre, is
best served:by a training“?rogramme which starts with, or &
ihcludes, a_broadly—pased general education concqrfent QLth
specialized’theatr;cal experiences which become progress- .
ively more Aedanding.

The CEGEP’are uniquely situated to offer a liberal/
speciZ& education. Until 1979-80, however, the heavy work-
load énﬂ programme structure made it* difficult, if not
impossible, for professional theatre students to take
advantage, of general education courses. The majority of
students were more concerned with the;r career training than
with a college diploma. The Theatre Training pfogramme, in
fgct: fo; many years ?perated a; a separate Professiona;
Schopol, with a highly specialized programme,‘rather than as
a vocational training department in an academic institution.
Now,'the‘revised programme and the new policies of Theatre
chairmen should ensure that all professional theatre stu-
dents will be able to complete their general education . ) e
studies. But h:ve these revisions seriousiy comproﬁised h

the calibre of professional education offered previously?

Prior to the progtamme revisions, CEGEP instructors ®

claimed that it would be impossible, within the time allotted

- -

by DGEC, to give both a ' quality theatre programme and
general education courses. Now, deéﬁife the fact that cer-

.

tain courses have been officially curtailed or drbppgd in

order to comply with government norms, the colleges claim

4
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{
that their professional theatre training is as viable as
, -
ever. If DGEC continues inflexible in its stance on the

[
number of hours and courses allowed for Professional{Theatre

Training, then it would seem vital that some professisnally

competent body assess the quality of the training curréQtly
: = TN ~. .
offered. . . ) ' 5 J}

vy

A qualitative analysis of the programmes and the in-

struction ought to have been made by the Canada Council

Committee; unfortunately, however, it refused to go beyond

a quantitive assessment of the programmes, It is perhaps
\

S
worthwhile to note here the difference in th@ treatment

’

accorded to the French and English CEGEP in the Committee's
Y

Report. _An 1in-depth study was made of the aims, methods and .
/

programmes at each of the French CEGEP. The report on the

°

anglophone college programmes, on tbe other hand, was con-

fined to general comments and criticdisms., The Committee

- di1d not appear to be aware of the coordination between the

two sectors or of John Abbott's contribution to the develop-

ment of a provincial theatre 'training programme: It 1s easy

)

to gain the (possibly false) impression from the Report that

the English CEGP had been glven a most cursory examination

“and dismissed out of hand.

,Although no in-depth analysis was given of the anglo-
phone programmes in the Repott, many of the Committee's
findings and general comments were applicable to the CEGE?P

pr%grammes. For example, the Committee found that in most
&
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4

theatre schools the general orientation is toward preparing
an ipdividual‘for a careér. Thié ﬁpproach does‘not encour-
age a collecfive view of theatre or allow time for experi-
meﬁtation\with new styles or creative productions. Pro-
graﬁme empﬁasis at Dawson and Johﬁ-Abbott is on transmitting
techniques and providing ‘a solid technical base with which
to enter the market—plaée. in this respect the English;
language CE@?T resemble the.anglophone acting section pf

the NTS, with its concern with the classical tra&ition and
the transmission of skil}s. .

The NTS francophone section and the French CEGEP, on
the other hand, reflect the Québébois concern go protect and
disseminaté/their culture and language, The French-laﬁguage
colleges wﬁich offer thr;atre training are well~-equipped to
act"ag regional centres of cultural activity. One, Lionel
Groulx, promotes interest in Québécois culture through
experimentation and the presentation of new works, and thg
form;tion of theatre troupes. CEGEP Bourgchemin, although
it e;phasizes the importance of the French classical
reﬂe;toire, also gives performances ;f contemporarx plays
for its rural audiences.

Tﬂe’anglophdne CEGEP, particularly John Abbott with its
soghisticated facilities, might benefit from the example of
the French CEGEP gy establishing theirlown troupes and
becoming‘lpgél”theatre centres for their communities. The

major stumbling-block is, of course, funds, since the

provincial governmegt is unlikely at this time to provide
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further financial support for Englieh—lang;age theatre
groups.. With or without their own troupés, the CEG?P
could aid considerably in the preger#ation and promotion ofﬁ‘
English language and culture for those who increasingiy tend”
to view themselves as a beleagured éinority.

The modern, spacious theatre complex at John Abbott
should make it possible for this college to offer workshops-
fd}‘localdhigh—school students and little‘theatre groups.
Such workshops could also provide a training ground for
would-be directors. Retrainigg courses and experimental
programmes for working piéfessionals would effec£ a closer

liaison«with theatre and add greatly to the quality of the

regular programmes,

-

~

From a quantitive viewpoint, the CEGEP w&uld appear to
offer a standard, basic professional training programme which
reflects international philosoﬁhies, methods:¥nd goals., At
present, however, CEGEP frofessional Theatre programmes tend

¥

to take an unduly cpnstricted view of their role. The
colleges céhld profit from the example set by the Central
School of épeech and Drama in London. Does qhé present rigid,
tﬁree—year, purely %iffessional orientation in the CEGEP
.really meet the needs of a majority of students and the b
community? Could not the professiodal programmes be re-
structured to include shorter-term courses in continuing
education, teacher training, spee;hltherapy and actor- "

retraining?

Currently, Professional Theatre Training is at a
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disadvantage in the CEGEP. The colleges are not indepen-

-

dent institutions and the Theatre Programme is subject to .

DGEC and its whims. However hard the Chairmen work to

I
!

S

raise the standard-.of their prograzyes to-an international

level, their efforts are inevitably vitiated by forces .

beyond their control. The recent atteﬁpts by DGEC to make

\

Theatre Training conform to limits set for all vocational

-

programmes amply indicate that norms and not the needs of a
particular programme are what matter to the government
, “y : \
bureaucracy. “ e

If 1t is impossible to give a quality training pro-
gramme and to include the generil education courses 1in the

; . <
time}gllcwbd by DGEC, then some drastic changes will have to

be made either in the length, the structure, or the type of

Al

programme. The most obvious course would be to e#tend the

programmé by one year. The first year could include some
< .
general education and pre-professional courses which would
v b

provide an introduction to acting and technical work and

s

allow time to explore options. Students wbuld thus be better
able’to asgess their suitability for a theatre career befofe
co&mitting‘shemselves to a three-year programme. fThe intro-
ductory courses would also provide an‘opportunity for
thorough observation of a student's abilities. Students
qbviously unsuitable for theat%e s;udies could then be re-
directed, without any loss of\timé or coursges, to inother
programme. A four-year programme‘wou}d certainly'eliminateJ

all but the most dedicatedand combat in some measure the

-

.

L2
2

5

et
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lmmaturity factor, -

Y

Another option might be to reduce the Theatre programme
\ ! .

to pre-professional status. Sixty credits taken over a two-

L

year perliod might be 'made a prerequisite for entrance into
the National Theatre School or some other "€cole supé}iéﬁr"
specializing in theatre training. If the CEGEP' were to

assume a purely pre-professional role, '‘however, a much

'

greater degree of planning and cooperation would be required
at the ministerial and institutional level, and with the NTS

and. the universities than now exists,

-~ -

A final alternative, one suggested by the Canada Council

3

Committee, is to offer a foui—year programme in which the

final year is an apprenticeship year. This solution poses

certain problems because it is difficult to match the needs
— f

of two very different groups. Professionals concerned with

»~
~

mounting a froduction in a limited time have little oppor-

tunity, and prvbably less inclination, to instruct appreh-

tices. Contrary to union regulations, under the stress of

professional theatre productions, student apprentices fre-
G .

“

quently become merely a source of cheap labour and gain

f
little meaningful experience.

Even 1f the programmatic ;onflicts between the CEGEP
and DGEC were to bé resolved, several crucial problems, all
noted by»tﬁemcanada Council Committee, would remain. Stu-
dents are fré;uently immature, ﬁnd an institutional pre-

occupation with numbers compromigeg the quality of students

3
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admitted. PFurthermore, the calibre of g}a{ning offered is

Y

seriously impaired by the isolation of CEGEP programmes from

v

%\\qhe professionfl theatre,
7 The 1m£aturity of thei{r students has long,been & concern
of the Theatre chairmen. All Ery ;o insist that eightegn
yea;s be the minimum age for admission, but in this arga the
chairmen are not free agents. The immaturity factor and the
numbers of students accep¥ed for training are related to
fundi§g policies. 1In orderx to.meet gqx;rnment duééas Theatre\
dep}rtments have to compromise their standards and large ‘
classes will prohibit an .fndividual approach. Saint-Denis
0 : ;
"' pelieved that tﬁeatre schools could not be a money-making
,(or e;en a 'break-evenﬂg)proposition; and that they must be ~
in a position to limit entri to taleﬂted students. This\the
CEGEP cannot do,.

y

The problem of professional isclation should be easier
to deal with,. As‘a beginpning such gfgups as the Centaur .
and the Saildye Bronfman theagres might be approached with a
.view to establishing a regular system of exchange visiltS'sa
between the theatr%s and the colleges. Instead of simpli
being taken to see a professional production, students ﬁight
be permiﬁted to observe rehearsals and backstage wor& and
_to engage 1in discussions wiFh the pfofessionals involved,
Needless to say, sucﬁ a project would tax considerably the"
goodwill of the worﬁing professionals., At othey times com-

pany members might attend classes, rehearsals and performances =«

to observe, participate, instruct and advise.



e

-

o . 256

v -

A much-closer relationsﬁip to professional theatre is
necessary for the students and also for the staff of the'
CEGEP. The professional staff at the CEGEP, unlike their
colleagues at the-NTS and othef prgvaté tra}ning schools,
énjoy security of tenure and other benekits which come from
working in the public sector.’ Although professional ex-
perience is a“conditio& of employment for CEGEP instructors,
the danger is'thaé security of tenure,ﬁay lessen the ’
instructor's concern with his/her p}ofessiongl career.
Moreover, the inflexible pattern of the academic &ea; limits
the opportunitfgs for professidqar empioyment. As the CEGEP
instructors are an important link between the students and
the prof;ssional world, a condition of continued émploymentA
might be evidence of periodic retraining and professional
pafticipation. v

It 1s eas;‘enough to depicf the CEGEP Professional
Thegtre programmes almost~exglusively in negative te?ﬁs}. To
sbmereitent the Canada Councii‘Committee did just that. )
There are, nevertheiess, several points to bé nade in their

favour.

The CEGEP structure enables students to experiment with

- »

-
courses of study and vocational programmes, and to make

‘chhnges within the framework of, the two- a;h three-year
programmes. As a part of an academic ;pstitution; CEGEP
theatre training‘represents an advance over many professional
schools, including the NTS, in that ghe ?f?lege p;ogramﬁzg

N N [
comprise a Liberal Arts education and culﬁinate!in a

.
i 1 .
. //
* ’
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; C Diploma, the objective yalue of which will allow students to

do something other than theatre shouldutﬁey so wish or the:

need arise. Moreover, these programmes unquestidénably pro-
R <4

vide an opportunity for experience,{n Drama and Theatre which

[

is not being met by the public education'authorities. While

the intention of the professional programmes is vocatiohal

training, they nevertheless furnish experiences of a devElop—

-

mental nature also, ’ . .
Provided that a student completes his general education

: " coursed, the time spent in a professional CEGEP theatre
A\ )

- * programme will not havE”%een‘wasted, even if he or she drops

out or changes plans in mid-stream. . He will have had the

s !

opportunity to explqr% a potential career and will have

gained considerable self-discipline and self-knowledge in

the process. : ) ) :

' Before the present value and future shape of CECEP

professional prJéfammes can be determined considerable re-
/ .

search 1s neceséary. For example, no attempt_has been made C;

to compare the number?ofustudents who withdraw from Theatre
programmes with the drop-out statistics for other career

_ programmes. No formdl study has been made of the re{atively
small numbers of theatre'graduates (i.e. those compl;ting

the thrée—year tvaining period); and no statistics are
- "

A
available at present on the employment patterns of the

I3 r
raduating students., Without this information it is

EdY

N impossible to assess impartially the necessity for, and the

quality of, the theatre training programmes. Research into
o ‘\ Ay

v
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A !

g and contribute much to.

*» future planning and possibie directions<for the CEGEP pro- |

[}

a

[¥:

() [

grammes.

‘% What the futxuri holds™for® thé

Professional Programmes depends to
\ :

political realities in Quebec. The values of an artistic

zeducation in Quebec were researche

s
" The tlaims made then for the value
A}

’ 9

° are still valid toﬂay, but ' many of
) ¢

the Parent and Rio&x Committees have yet to be implqmeg}ed.

@
”/ ™
3

Liberal Arts and the,

a great extent upon,K the
!

l

d more than .a decade ago.
8 “ -

] .
©f an artistic education

the recommendations of ]

F

They await the swing of the economic and philosophical :

. pendullm /which will permjt educati

4

pEY -

tors to inaugurate a methodically-

-

[

education from kindergarten throug
, b >

" comditiong, programmes such as tho

wéuld not exist in isolation But b
. L
conceived and coordinated plan to

»

“r

. educated public, and allow potenti

" production staff to-satisfy their
o -

aspirations. N

*

on authorities ang educa- R

planned system o ramatic

h u?iversity. Und : those

se now offéred %y the CEGEP .
e a part of a carefully-
develop a liberaf?y— S

al 'actors, directors and

cultural and- vocatidnal
+ ri

it
-

vy
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) 12 cours obhigatorres
{arl.5)
T I "

| champ
de
concentration®
{art.6)

e
t

§

STRUCTURE
des

PROGRAMMES
(art. 4)

ou

| champ
de
spécialisation
fart 7)
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*

4 cours
complémentaires
(ar.4)

- .

Facsimile, Cahiers de -
l'enseignement collegial

1980-81, 1, 14. .

APPENDIX’ A

htérawure
4 cours de philosophic
ou l'équivalent

4 cours d'éducatioh
physique ’

12 cours dans 3 ou 4
disciplines d'un des 3
groupes susvants,

(maximum de 6 cours
dans une mémce

\ disciphne) (art 6)

Les cours des champs
de spdeialisation sont
déterminés dans les
Cahiers de
I’enseignement
collégial pour chacun
des programmes,

Ces cours sont choisis, ™

dans des disciplines
n'apparaissant pas au
champ de
concentration ou de

spécralisation (art 8)

» ' ) » . o
*Pour I'admission d’certaines facultés ou écoles universitaires, le champ de condentration est déterminé en
tout ou en parte, tel que spécifié dans les structures d’accuenl unsversitaire :

4 cours de langue,ct de

GROUPES DE DISCIPLINES

SCIENCES ARTS
1SCIENCES 2 HUMAINES JET LETTRES
Informatique Informatique Informanique
Mathématique Mathémaugque Mathémaugue
Philosophie | Philosophie * Phuosophie
Sciences de la Scrences de la Sciences de la
rehigion religion religion
Biologte Admimistration Ans plastiques
Chimie Lettres (2) Musique N
" Physique et Gdographie Cindma
gdologic (1) Psychologie Lettres (2)
Histoire et Théatre
crvihisation (1)
> Anthropologie et

soctologie (1)
Economique et
science politique

h ¥
R "

N

[

(1) Pour fin de concentration ces deux disciplines sont considérées comme
¢tant une scule,

{2).-Pour fin de{concentration, dans le-groupe «sciences hpmainc:.. fes
elettress sont toujouis considérées comme unc seule discipline tandss
qu¢ dans le groupe «arts et lettres» chacune des langues dont &tre
considérée comme une discipline,

g

|
l
!
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APPEND¥X B
Staff, Students and Budget in- "0fficial" Drama Teaching
- at the French CEGEP in-Quebec
l', - - i I
Schools ™ Full-time Part-time Stude#te Students Students Total
- teachers teachers (act#ng) (prod/ (sceno- quﬁbér of
. : - tech) graphy) students’
CEGEP Lionel-Groulx 36 (a) 33 212 (a) 10 (a) 55,
CEGEP Bourgchemin 3 3 <. 3% - - 35
Schools "Number of Number of * _Number  of Number of ’Budget(a)l
‘graduating graduating graduating graduating
.students students students students
% (acting) . (production) (scemography) (others)
CEGEP Lionel-Groulx 7 3 2. N 400,000 (e)
CEGEP Bourgchemin 9 5 - - %ASIOOO(e)
Schools . Teagher's payroll (a) Sources of Income \
S~ > ”

CEGEP Lionél-Groulx

CEGEP Bourgchemin

$252,000

$135,000 . « 1l00% -

Education,

1007 - Education, Quebgc

Quebec

Source:

&

Report of;the Committee
s _pPp. 105-107.

of Inquiry into Theatre Training in Canada Ju

:

ne 1977,

092
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APPENDIX C

QUESTIONNAIRE SENT TO UNIVERSITIES AND COLLEGES ol

Name of Institution ‘ . "‘ )

Name of individual comple;i?g this questionnaire ' Lol
Position ’ \
Tele§hone No. ‘ ! o

e .
Please indicate 1f you would be available for an interview

during the following months ) \ =

May June July . . August :
1. When was this institution founded? \ .
2. At what éate did’your college/university first undertake: x~:$
! Rl
1. non-credit drama activities? . , /'

i1. drama/theatre arts classes for credit?

ifi. ©Please state below any historical information you

consider important,
-~

. ¢
. v N +

- 3., What forms of extra- Curricular theatre activity take

place in your college/university’

’ - .

-

.k, Do you provide for non-credit drama instruction? If so

please state details, . Ve

Il



™

5.

/ p)
o

Does the institution offer a degree or diploma
programme i rama and/or Theatre Arts?

/

6. Please ouﬁﬁine the diploma and the programmes briefly.

7.

8.

-

9.

°10.

lll

12.

~

«

If you do not offer a full Drama degree programme, are

‘any Drama or Theatre classes offered for credit? Please

include g¢lasses In Dramatic Literature.

[
How many students were enrolled in the 1976-77 ptogramme?’
—_— . .
. L4 -
lst year : . 2h4 year - ) . 3rd year

-
Do §ou expect this number to increase or decrease, and
by how many’ .

\

0

Does your institution employ a full-time Theatre Arts
staf£?

; ) v
.

1f so, how many? ,
Part—time?g . . .
}

Do you have a professional Aﬂvisory Committee? If so,
how many are on this Committee?

- i

13

What, if any, financial support does the Drama/Theatre
Arts programme receive ‘from:

H

i, the provincial municipal government, or private’
foundations?

ii. the institution?

-

- 1 \



/
13.
/
14,
\
15
16.

17,

18.

. 3 . 263

- I

What 1is the function of the Drama and Theatre Arts
programme in your institution?

3

»

Are there plans under consideration to initiate or
broaden the Theatre Arts programmes it the post-
secondary level? ’ -

If so,

pleasecexplain:

Under ideal conditioms, what do you feel the function

~of such a programme should be? . .,

N

t F
What facilities are available.on or off-campus ' by
vay of theatre, rehearsal rooms, - scene shops etc.?
* /

?

’

Do you consider the library resources adequate at
this college with regard to this programme?
!

oA / ‘ ' . .

Is there a professional theatre group of any kind in
your area? (Please specify).

/

Is there any contact between the professional theatre
group(s), and the staff and students in the programme?

If extra space is needed,
of the sheet,

Note: please use the back

Thank you so much for your invaluable assistance.
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APPENDICES D and E: LETTER AND QUESTIONNAIRE SENT TO

PROVINCIAL MINISTRIES OF EDUCATION.

Ministry of Education,
Department of Post Secondary Education:

Section: Colleges and Universities.,

Dear Sir .or Madanmn, N

~

I am & graduate student at McGill Univefﬁity, Montreal}
Quebec, engaged in research for my M.A., thesgis, which is
*

to be a study of the Theatre Arts programmes in the Montreal

N

Anglophone CEGEP (Junior Colleges).

- . A
I would like to obtain some information on a national
. ) ! .
scale, and I am writing to ask 1f you would be kimd enough
.l’!‘l
to complete the attached questionnaire and return it as

N

soon as possible, please, along with any pamphlets; bro-

o

chures, documents etc., which explain the intent of the
colleges in your province, (i.e. professional/vocational/

pre-university) and, where they exist, information concern-
ing any Drama and Theatre Arts programmes in the colleges.
‘ -

: Thank you for your kind attention to my request. Trusting'

that you will be able to assist me in this research I

1
remain,

v

, ' Yours faithfully,

™ patricia A. Wyder, Mrs,

e
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APPENDIX E

Province:

+
’

. s
Name and Position of person answering’ the questionnaire:

1 »

Other than university programmes,,what is the nature and
intent of post-secondary education in your pl;ovince7
(Please explain briefly or enclose a copy of the Provinc&al
Government policy with regard to post- secondary education).

3

At the post~- secondary level have you authorized a Course . -
Study in: .
(a) Drama . : —~ | v
. |
(b) Theatre Arts

/
(c) tgrtatige Drama

(d)/ Other )
f ", .
If so; What 1is the nature of the course, at what level is
t offered and what is the intent of the course? (i.e. is
t a degree or diploma programme, is it professional or
academic in intent? Please emclose a copy of the curriculum’
if possible). ’

3

- 1
' \
P , -
N .
& - ¢ -
) ) )

If Theatre Arkts programmes are not offered on a provincial
basis are they offered within a particular district(s) or

college(s)? .

> ~
ca

° . -

If so: At how many in the province?
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