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ABSTRACT 

) 
lhe Theatre Arts prqgrammes st th. five English-

14nguage CEGEP in Montreal, which ~ave been established 

and qeveloped during the last decade, cffer systematic 

training \knd preparation for either ,a~vanced study at 

·the university ln tJe Creative Arts disciplines or a 

practi~al and teC.hnl\~al career in .the professional 

entertainment industry. This study tr.aces the heritage 

and i'nfuluences 'of British apd American theory and 
, 

practice in Canadian Drama and T~eatre education, 

studies the present trends in Canada~ and examines the 
\ 

history~ philosophy and laims of the CEGEP programmes, and 

their relationship to the high schools, universities, the 

community and the world ~f Canadian professional theatre. , 
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RESUME 

• 
Les programme' d'art dramatiqûé offerts ddns les 

, ,/ ;,,~ 

cinq CEGEP anglophones de Montreal ont ete etablis et 
li 

.; " '" .l" ,; developpes au co~rs de la derniere decenni~. Ils offre'nt 
,; C 

une formati~n ,e une preparatifn intensives pur, so~t.un 

'" 1 " . diplome d "etud# "superieur, au niveau unlvers".italre dans des 
li' , 

01/ / 
disciplines de creativite artisti~ue, ou, soit une 

• , ' 

carriere.prolessionnelle dans le ,monde artistique. 

~ ;' 

Cette etude retrace l'heritage et 
! 

0/ IJ , 
la theorie et. de la 

{ , 
, l' 

les influences 
\. ' . ,;-

pratique Britanniq~e et americaine 

de 

dans l'enseignement du thé~tre et de l'art dramatique au' 

Canada. 
, 

Elle examine egalement les tendanc~s actuelles 

au Can~da de m~me que l'histoire, la 'philosopbie et les . ' 
objectifs des programmes de CEGEP ~~ leurs relations 

. ;' ;', .1 ',; 

aveq' les eco1e~secondaires, l.es universites, la s 0 ciet e 
" . 
1 

et (le monde du thè~tre professionnel canadien. 
/. 
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INTRODUCTION ., 

~~ The year 1967 marked a turning p~int in Arts education 

in Canada t and no area was more affected ~han that of Drama. 
,/ 

H~torically, an interest in Drama' a_nd dramatic activitj.es ... 

had ~Xi.ted in canada.~m the esrliest days of the colony .. 

By thé late-nin{teenth and early-twentleth century, pro-

fesSional theatre consisted mainly of to\}ring, cç>mpanles 

from Bri~ain or the United States, supplemented hy resident 

stock companies, which were laige1y cemposed of British 

professiona1s and visi~ing stars who were brought iri for 

partlcular plays. This type of commercial iheatre had its 

hey-day in the later nineteenth century. In the '1920' s, 
" 

incr~~sed costs and the advent of the motion picture indus-
,; '\.' 

try resulted in a decline of the touring companies and the 

few resident repertory companieB. 

With the decline of comme-r.è.ial theatre th'e -amateur 

movement, which began in the eig'hteenth century, grew and 

flourished ta form an unpretentious type of native theatre. 

The inauguration of the Dominion Dramà Festival in 1932 ~ 
o 

stlmulated the growth of amateur theatre, and Little Theatre, 

as the amateur mpvement vas called, has remained a strong 

grass-roots force regionally. 

A second form of amateur theatre t dating from the 
, 

ear1y nineteenth century, was offered by the universities 

. in the form bf extra-curricular drama. Thesé university 

vii' 
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productions were putely recreational activities, run by the 

students themselves, with no academic or peda'gogi-",int~nt. 
• ,Il. .. 

FoX' 'decades' dramaticîiterature\ had been taught in Canadian 
, -

universities, bu~ perform~nces, either as a means of help-
~ 

ing the student appreciate t~e t,xt or as a mode of personal ,r. 
development, seldom formed part of the classroom study. 

~ ... f) () 

Drama as, an; integre!' p~rt of literatlure. studies was respect-

s'ble, but ~h~atricsl performance was not. 

Canadian educational phi'los.ophies owed much to British 

tradition ~i~~dated from the fifteenth century'when the '\ .;~ -
study of dramatic literature was based on the methods of 

textual analysis and li,terary criticisttl. In the Tudor' 

period an experient~l dimehsio~ was ad4ed as }umanist . 
. 

philosophie~ encouraged the performance of both flass~cal ~ 

and student-written plays. As humanist phllosophies were 
", 

, \)" , , 

displaced by the rationalist theories of Descartes iri the 
'" 

seventeenth century, the possibilities of practical exper-

ience and performance as ,an aid to an appreciation of' the' 
~ 

text, or for the personal development of the student, were 

lost fpr some four centuries. The arrivaI of the more 

pragmatic philosophies of education in the m1d-nineteenth 

(f 

century, and the student-centred approach to education 

~ engendered by the theories of Fr~~bel and Dewey, ha~ little 

impact on the teaching of dramatic literatu,re in Cana1ia. , 
• Il' . , 

lt was not until the ~iddle of- the twenti~th century that' . ." 

f 
new educational philosophies and B he~ghtened interest in, . .,. 
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the Arts brought;changes to the traditiona1 approach to 

Drama !n hlgher education. 

..." 

Int'rest in' drama, and the legitimate theatre in _Canad"s . , 
developed m.arked ly ,in the years \mmedia tely preced i~g • and, 

~ fol10wing the National Centennial in 1967. 
, " 

Dramatic 'liters-

ture was te be found Ofl the curricula o~ mos.~ s,'~~oolg·, 

, 
" colleges and un~versities throùghout the country~ However, 

philosophies. ,concerning practic~l experience in relation to 
o 

the proper study of drsmatic li,terature W'er:e diverse ,and" 

highly Indiv1dual1zed. At', the 'same timè 7professio'nal 'train­

ing
n 

for the theatre, which had prev,iously, .x:eceived litt1';; . " 
serious consideration, 'be'came a èoncern of many academic , , 

institution's of hi'gher education. Most univer,sities rej ected 
l' ,\ 

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

.< 

University of Alberta, the University 
>, 
of Victori,a and the , 

"-

University of Wind'sor) imp 1 ement ed first-d'egree, vocational 
'\. 

.programmes in Theatre. The newly-formed community, colleges, 
, 

howèver~ less conservative and more flexible, undert~ot~a 
t-- ~ ... 1 

vsriety of pré5grammes. in Drama and Theat~'e" which rangeJd from 
'? 

academic studies to Rrofessiona1 theat~e ~rainlng programmes. 
''; 

In Quebec, the French-language community colleges, 
\ ., 

" \ 

Which\,opened,in 1967,' bega:, almost immediateQ~y"tj o fre r. ' 

v- two and three-year Drama and'~eatre p-ço"ratnmes. f-'nd the .. " ,/ 
.. Il {' ,i" 

E~g11~h~language col~eg~s,.~~ich opened som~ years lat~r, 

did likewise. Duril5.g the de~ade whlch'"'-followed the .:!naug-' 

'uration of these programmes ,matry changes occurred in, the ,'" 

i-x 
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CEGEP as a result ~f the fluctu~tiog politieal, eeonomie 
~~ \ 1 

and sociàl environmèn~(in Queb~c. ~ .. 
.... 

From the inception of the Drama and Th~atre programm~s 
, "r 

" 
, 1 

student response has 'been enthusiastic, a~though widespread 
f"- • 

, 
misunderstanding (a featùre of the programmes sinee the' 

beginning) by stud~nt and admi9istrative bodies Js to the ' 
~~ 

nature and intent 'of Drama 'and Theatre programmes in higher 
. 

4 ~ducation eontinu~s. Frequently siu~ents assume that enrol-
~ 

ment in any kind of Drama and Theatre department constitutes 
, 

p~fessiona1 training. Wh1le much of this assumpti9n has 

its basis in wishful thinking~ a cert in amount of legiti-

mate confusion.is caused Dy ambigu~us calendar descriptions 

of cours es and pro grammes. Sue 11 -amb gu i t i es are .indic a ti ve 

of ,the confusion whieh exists among duc'Btors about what .. 

~t~ 
... , 

goals and methods should be, and between \dmi~istrators 

in~ividual department. ~ith regard to dire~tions and 

, 
• 

and 
~ ~ 

needs ',. There is ,a1so a lack of coordination b~tween college 

prog~ammes, the aolleges and universi<ties, and 'bet~een eaeh 
1 

~f_the;e and the professional schools and the theatre world. . - -
One of the major causes df confusion 1s the paucity of 

\ [.. "- , 

"lnfo~mation on the origins"h1story, ph1~soph1es, goals, 
, '1. , 

methbd~logies and pro~ems of Drama and Theatre ~rogrammes 
\ Il' .... .. _ , "., .. 

ih Quebec colleges. The p~rpose oe,th1~ ~tu~~~~ t~ take a 
, I..:! (1" '1 • 

p~~limtnary' ~tep toward providing this information. lt was 
1 

feH tnat some treatment of the subject, however tel!tative~ 
() 

/ ~ -\ . ~ 
\ , . " 

~ 
x 

''-. ., 

, . 

" 
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would provide a useful pe-rspective. and -serve as the basis 

for further study. In vtew of the magnitude of the task 

involved in researc'h of ~oth French and English-l,anguage 

,erogrammes, and~ the Jfac.t that, sddly, the two systems work 

"inde'~endentlY, it. w~s deciCd to c~nfine t1t~#, ~ork to the 

D~ama and Theatre ~rogram~~s at the Anglophone CEGEP Jn' 

Mon t real. 

This study attempts (1) totoutline the international 

aùd national historieal factors in educational philosophy 

which led to the development of the Quebec commun1ty col-

1 

leges ... · and the Drama programmes within them; (2) to trace 

broadly the heritage and influen~e. of. British and American 

"'-
theory and practice in ?rama and Theatre education in 

Canada: (3) to present a des~riptive study of the Montreal 

" 
English-language co.llege Liberal Arts Drama an'l! Professf.onal,. 

Theatre tràining programmes; (4) to examine the relation-
,,~ 

, r 

ship of these programmes to the local high 'schools,· univer­
, . . ." 

• • 0,... 

sities, the community and the world of .Canadian professionaet. 

theatre, and to offer some suggesti.ons for ~uture. develop­

" 
ment. 

The terms Drama and Thteatre' are frequently treated as 

synonymou~ and intêr~hangeablè, and are sub~ect te a variety 

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

an~ '~Th~a~" are variously, used to r'efer to~a department, a 

cour s'e of 5 t udy invol ving prac t ica 1 work and formaI ins t ru-
, t' 

tion in theatre skills t 'to courses in dramatic literature - t 
xi 

" , 

, , 

. , 
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which may or may not include,practical ~xperience and pro- , 
,,1 

fessiohal th'eatre training. In most of the colleges 

studied, courses in dramatic literatuTe per se were offered 

by the English Department, and were open to aIl -students., 

" Liberal Arts programmes in Drama and Theatie, where they 
j' 

do not exis~ as separate departments, are part nf the Fine 

and Creative Arts disciplines, and in some colleges the 

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

literature for both the English Department and Drama and 
..Qi 

Theatre programmes. 

For, the purposes of this study, courses or programmes 

which are solely concerned with the ~radition~1 study of 

dramatic Iiterature will be,designated as Drama; program,mes 
, , 

within a ~lberal Arts context~whlch combine textual study 

with~p'Jract~cal experience and in'stnfction in the art fcrm 

will be termed Drama and The~tre programmes, and iho,e pra-

o grammes con~ern,ed with v\cational tra~ning for the én~er­

tainment industry will be termed Professlonal Theatre or 
. 

simpIy, Theatre, programmes. 

The terms Drama in Education and Developmental Drama 

refer to areas of Drama education which should be mentioned 

b'riefly· he're sinçe, they are important in tertn~ of current 

---... activities and future' trends in Drama' education. T~e hrst, 

Dr ama in Educa tion, refer s to the use ,of 'd r 8ma as a hpii s t ic 

unified approach to learning. ,Programmes' in Rrimary t 

elementary and secondary schools fall within this context, 
, ' 

xii 



al'ong with training programmes for Drama teachers at the 
\ 

undergtaduate level~ • 

Drama in Education had its inception in the United 

S~ates in the 192~'s with the work of Winifred Ward and, 

later, one of her students, Geraldine Siks. Both stressed 
.~ 

the use of drama to develop the person thro~gh the ma~ing 

of plays or theatrical performances. This move~ent became 

.known as Creative Drama. A similar ~evelopmental 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 
~ C 

rather than wi,th
e 

showing a creative effort. Drama pro-

gr~mmes at a11 levels of education mey "be b~sed on this 

approach which takes as its premise the developmental 
:; 

\ 

nature,of human enactment. 
e 

At ~he'unive~sity level in Canada the Developmental 

Drama movement was pioneered largely by Prof essor Richard 

co.u,rtney st the University of Victoria .,in 1968', and la..ter by 

Dr. John Ripley at Mc~il1 University. The programmes are 

very much student-centred. The concern is not,with dra.atic 

literature peI' se or performance, although the curriculum 

could inc1ude performances r~nging from classroom impravisa-

tions to, full productions of dramatic texte. Within the . 
context. of Deve,lopm'ental_ Drama, per'f ormance 1a des1gned 

'primarily ta offer an opportuni~y fQr personal develppment 

xiii 
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'" " through exposure to a d1sc1p11ned Brt form. Performance Is 

·ut1l1.zed at the Btage when the student' 18 developmentally 

prepared for and heeds such an exposure, and uses spec1ally 

selected material rather than texts from the literature 
\ 

curriculum. 

The diversit';y of programmes avai1able makes the task of 

preparing a coherent and factual study of Drame and ~heatre . 

in higher educat10n in a national'or provincial context a 

formidable one. Little has been written in this ~rea, and 

much o~ the mater1al available 1s jo:rnalis~ic, highly 

personalized,'or lacking in critical aeuity or breadth of 
, . 

perspective. Minutes of meetings, formaI statements,of 

ol' 

poliey, assessments of the suecess or~~ailure of particular 

approaches are either non-~x1stent or extremely difficult to 

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

ta resort to interviews with the individuals concerned and 

personal observations of relatively brief duration. c&ri-. 
- . 

siderab le im~portance had to be' placed on correspondence. 

Interviews, observations and corresponùence are subject to 

bias, faulty memory and problems i~-communièation; conse-

quently, tpe results may not have al1 the objective va~idity, 

one cOi1d wish. 

ln the course of two years, interv~ws were he Id with 

chairmen of~rama and Theatre departments ~facultY memb,frs, 

students, administrators, education author±tiee and govern-
.. 

ment personnel. Correspondence, which included a 

.... 

C.l xiv , 
1, - , " 
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questionnaire, WàS ex~hanged with provincial education! \" j 1 

authorities, university and colleg. administrations, ro-

fessionaÎ theatre schools, teacher-training colleges, and 
iIv 

Drama in Education groups throughout Canada, Britain and 

the United States in order to fur.nish a~broad base for the 
/ 

s tudy. \J 
Jnterv1ews *ith thoNdireetly involved ln the pro-

~ra~mes weré most informative vith 'regard to current 
1 » 

philosophy and methodology, but practice ma~ differ~~n-
....:. 

siderably from poliey. 
l ' 

observed at th~ five Engllsh colleges in Montreal. 

Several productions were a1so .... 

These 
0, 

inc!uded rehearsals, workshop scenes and~second- and third-

year prodbctiona. During the course of an interview at a 

French eollege a werk-in~progress was observed, Performances 
- A , ... ' 

by a local elementary school, a high school, the universitles 

of McGill and 'Montreal and the National Theatre Sehoe1 add~d 
" ;; ~ .. \ 

dimension and lnsight t~ the present and possible future 

roles of the college programmes. 

This study is in ,no wa.y intended to be deflnitive: 

the col.leges and thefr programmes are constantly in astate 

of evolutibn, and many changes have occurred sinee the 

gathering of the mater~al and during' the writing. If the 

information gathered 1s to be made av~lable, merè reeent 

,( events-must be, for this t1me at lea'st, ignored. 

• 1 

n <\ D )\\ 

It was hoped th,tt a study of Theatre ~r~1ning in Canada, 

commissioned by the C~nada Counci! for the ~rts in 1976, 

xv , 
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would prove illuminating with regard to~the, qu'a1ity as well 
'. 

as the quantity of Quebec'college programmes. The Commit-, 

tee's Report was disappointlng in lts failure to report lb 

depth on many of the programmes. The lnglopnone CEGEP pro:" 

grammes in Mont.real, for eJample, received on1y the 'mo~t/ 
1 

cursory treat~ent in the Report. 
... t 

1 
The Committee a1so ~iled 

1 

to make qu~litative judgements despit~ the gEOUp'~ consider­
/ 

'able knowledge and experi~nce in professional theatre. It 

·myst be emphasized, however, that thls research 16 not in-
".. 

tende~ to repait ~he ommissi1ns oE the 

Committee. This study' is not intende4i 

Canada Counei1 
~ . . 

to be a qualitative 

ana~si~ since the researche~ is not qualified to judge the 

quality of either the programmes or the faeulty who teaeh 

tnem. A more compreii"ns~ve and authori'tative treatment 

awaits future research and documentation • 
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The Quebec CEGEP, although4 designed to meet~ local and 
, \ 

\' 

specific·needs, were fundamentally inspired and shap~d by 
, 

national and international trends in higher educat~on from 

ab out 1945 te 1965. 
r "'" 

Ta fully appreciate the modern CEGEP 
'. ' 

r::('/ "t ÙI , 

these cl ev e10pm ents shou1d b e no ted, l:J.owever brief J,.,y. 

Prior to the n~neteenth century, universities were 

almost the sole source ~f higher education. Inspired by 

the ancient academies of Greece and the meclieval univ~!'-. ..,~ ~ 

sities o~ Italy, France and England, they aimed p!'im~rily 

at t~e promotion of scholarship and the educatioô of a 

wealthy élile. 
\ 

Admission to these institutions was 

(' "limiteâ to a select few. 

At the beginning of"'t,he nineteenth centllry, the pre-

vailing phi1osophy advocated a 1iberal education which, 
, 

while not fitting the student for any particular occupa-
" 

tion, was intended ta develop his moral and inte11ectua1 

faculties, regard1ess of any end~ to which he,might put 

them. Paradoxically, 8uch an ed-ucation was also the 

vocat'l.onal key to preferment in the most common career 

followed by graduat~s, namely the Church. The univer-
, 

. sities formed an integra1 part of the Church Establish-

ment, and thus catered not on1y to a wealthy but ilso a 
1 1 

religious élite. 

1 Michael Sanderson, Univers~ties in the Nineteenth 
Century (London and Boston: Routledge and Kegan Paul, 
1975),PP. 1-10. 
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During the nineteenth century, alternative institutions . 
of ftigher education evolved in response to the needs of an 

) , ,. 

emerging middle-class intelligentsia. In industrial 

countries, such as Britain, the United States and Canada, 

groving national wealth, ~apidly increasin~ technologieal 

advances and 'the needs of industry led' to the rise of clvic 

u~ersities. These newly chartered institutions had no 

connection vithlthe Church; they were founded and funded 

largely by local industry, and included technical colleges, 

vocational colleges and professional teacher-trainin~ 

,,' eolleg es. '" The main "aims'~f t1hese institutions vere prag-

matie research and the education of t~e middle and~lewer 
2 

c1asse's. 

Educationsl aims and philosophies at aIl levels have 

remained in a constant state.of ferment thioughout the 

nlneteenth and tventieth,centuries. At 'the elem~ntary 

and high school levels. an excessive emphasis on subject-

centred curricuia at the turn of this centu~y provoked the 

child-centrèd 'pr,agressive education of the 'twenties and 

t thi; ties. 3 I!n higlie:.r educ a tien ther e was, in the nine-

teenth century, a shift "in the notion of qualit1e~ encom-
. 

passed hy a libers1 education which She1dan Rothb1att has .. 

2 ,r. Sanderson, pp. 1-10. 
) 

'" 3 The Ontario Theatre 5tudy Report, The Awkward Stage 
(Toronto: Methuen, 1969), p. 138. 

" 
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cha~El.cter;fsed as one, 'from social-moral qualities to , 

" 4 
~ intellectual qualities. '" 

Liberal education in the early nineteenth century 

aimed not at breadth but a "h1gh sp.eciaI1s1ed excelle,nee 
. ~, 

and ~olish in the deep stu~y of the clas~ies and mathe-

4 

5 / 
maties." 'Oxford and Cambridge Universi,tf'es for example, 

t 
asserted the liberal charaeter of the'ir philosophies and 

refuted the idea of vocationa! training for any prof~ssion 
, ~ 

other than the Church until t,he mid-nineteenth century when 

they b egan to provid e "eff ic ien t and exami~ed educa tion in 
q, 6 

such fields'as law, medieine and engineering." 

Taking Oxford and Cambridge as their models, sorne of 

the early civic colleges and universitie~ initially adopted 
" , 

a s1milar pedagogie approach but fo,und Z'he cu r~icula totally 

unsuited to the needs of their middle-cl s students. BY' 
,1 
1 

the end of the ninet e,en th cJ.n tury' the civ ie ios ti tu tians 

had firmly established the vocational, professiona~ and 

technological nature of their education. It was during 

this per10d that the ineipient (and still unresolvedj con-

troversy aroused by the "juxtaposition of liberal versus 
1""" 

voeatio1nal. ~ite versus middle-class cam~ into being and 
"' '~ 

4 SBnderson, p. 2. 

5 Sanderson, p~ 7.. 

6 Sanderson, p. 4. 

, " 
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threw into sharper reiief the arts versus science contro-
7 

versy" 1n the context of higher education. 

The argument continued unabated thro~ghout the twentieth ,. r' . 

century until the widespread upres~ ~ich preceded W~rld War .. 
II, and the demands made by the war itself, produced a shift 

toward.a·philosophy which yiewed higher education primar11y 

in terms of the need s of society; and tbe favoured subj ec ts 

for study and research' became those whichf were encompassed' 

by science and technology. (' 

Br! tish. theory and prac tice influenced American higher 

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

of land-grant colleges brought radical changes in American 
t 

educational thought. There was a growing ~eed iàr spe-

cialists in a variety of fields,' and a spirit of voca-
, 

tionalism developed as u·niversities and éolleges reco,gnized ' 
. 8 

the changing warld outside the campus. 

In the hurgeoning egàlitarian society' aIl careers were 

considered honourable, and thosJ seeking them were reiarded 
(j 

as ent1tled t;o whatev:er higher edu~at'ion they reQ-\i1.r-ed,. By, 

the tvrn of the century, Americ,an coll'eges and univer­

'sities vere 'serving'nPot:ential merchants, journa1ists, . . 
llIanuf ac turers, chemis,ts, teac hers, inv en tors, artist s, 

7 Sanderson, p. 5. 

8' Fred~rick Rudolpn, The American College and 
~n~ver~ity: A ~istory (New York: Alfred Knopf, 1965), 
p.34'O. 

',< 
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( \ 
muS'icians, dieticians, pharmaci,sts, ,sC:ientific farmers and 

, -
engineers oh an equal basis with students of law, theology 

.,. 9 ' 
and medicine." 

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

past-secondary institutions was complex and diverse. It 

included two-year t'~hnical institutions, independent and 

denominational liberal arts calleges, teachers' college~) 

mu1ti-purpose state colleges, complex universities, spe- ./ 

cialized colleges in music and the arts, theological schools 
. . 10 

'and highly scientific and technological inst~tutibni. 

This netwark of higher education, ~eveloped in response 
/-- ;~. 

ta the unique requirements of American social, economic, 
-, 1 

political and cultural life, resulted in the evolution of 

twa pianeering institutions: the junior, or community 

college, a-s it came to be knowft and the four-year liberal 

ar.ts col1ege. 

The community college usually offers bath 'terminal' 

~~rricula leading ta te~hnical and semi-professional accupa-

t ions, and pr epara tory programmes 1 ead ing to apec ial ized . 
etudies in four-year institutions. ' 1 

• The liberal arts college takes ,two main, forms. It maY 

be found' as one of the constituent units, somet,i~es called 

9 Rudolph, p. 341. 

10 T. R. MeConnell, "Diversification in Higher 
Education", 'the Voiee of America - Forum Lectures ,(U.S. 
Information Agency, Washington. D.C. - 1960)~ p. ~. 

l ' 
i 
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ta school' or 'college', of a com.plex university. It may 

also take the form of à separate institution, whichemay 
--~" i' 

serve both as a terminal co11ege and as a preparatory,school 

for the professionsl ,schoO'ls or university graduate schoo1s, 

but offers less oppo~tunity for specialization than thè· 
11 

univers~tt co11ege of 1iberal arts. 

After the War (1945-1950), the demand for higher ' .. 

education in9reased dramatica11y in the major industrial 
- ',-.(1 

cou~tr~~. Primarily, the calI for higher education came 

" from the large numbers of veterans who demanded edu~ationa1 
/' 

opportunities to meet~ career aspirations now possible in a -

\ 

" 

.,societ'Y'Characteriied py neJol social attitudes and the -, 

graduaI disintegration of the 1ines drawn betweed the classes. 

Second1y, the sého~l leaving age was extended and secondary 

schoa1 university-oriented programmes ,were expanded, which 

meant that the numbers o~ students seeking higher educa­

tion increased also. -, Educa tian was no longer regarded as 

ah upper class privUe>'ge, but as an essentia1 parte, of 
" 

na t iona1 p'olicy in, planning for thè fu ture by tra4.ni~g man- . 
1 12 

power 1n aIl areas pert~ining ta a modern industrial society.· 

" 

11 Both types of institutions offer a wlde variety of ' 
programmes which cover four main areas: General ot Liberal 
Arts programmes, technital education, the disciplines of 
the arts and sèiences, and professiona1 programmes which 
range from the gricu1tural sciences and teacher educat!on 
to 1aw and med cine. See McConne11, pp. 2-4 • 

• Burn ~t al., Higher Education 1~ Ninê 
arative tud of Colle es and ~nivers-
York: McGraw-Hi11, 1971), pp. 1-;7 •. 

[ 
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These trends were intensified bf the 1aunching of 

Sp~tnik in 1956. The winnin~ of the 'space race' by the 

Russians forced institût~ons of higher education in the 
, 

industria1 countries to emphasize ~cience and the tech-
" 

no10gies. So far as the Arts in higher education were 

\ 1 
eoncerned, ~he exigeneies of two wor1d wars within fifty 

Vear~. the damand. of post-war reconstruction and the 

'spaee-age', left 1itt1e time, interest,or money for' the 

~ 

./ 

deve10pment of sueh programmes. 
<> 

During the decadJ! of thè 'fifties, "the doC!trine of 

close association ~ween economie success and higher 
13 

~~ucation waa dominant and unive
o 

rsal1y ac(ePted." While 

Arts facu1tiès continued to offer traditiona1 progr$~mes 

an'cl courses, 'the-Fine and Perf6rming Arts, where tl)ey 
n, 

existed at~a11 in institutions of higher education, mainly 
,f 

took the form of extra-curricular activities. "Throughout 

the in~ustrialized wor1cl ~neering re.ceived the "lion's 

share" ôf academic 'atten~n. r 
", 

By the ea~1y 'sixties, 
!! 

however, new factors were at 

wo'rk. "students were looking for utop1as, and the ~niver-
14 

siti~5, if reshapedf,.might qualify.t1 Higher education 

13 , Claude T. Bisse11, "C~nada," in Higher Education: 
From'Autonomy to Systems, ed. James A. Perkins, (New York: 
International Council fqr Educational Development, ,1912), 
p. 111. 

Co 

14 Bisse11, p. 117. 

, , 
{ 
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was Been as a natural extension.of secondary education; 
! 

9 

~ 
"it was not sa much a preparation for a job as a necessary 

lS 
stage in development." Exis~ing institutions were forced 

to expand and diversify programmes of study, while new 

institu~ions w~re launched in an attempt to ac~ommodate 

growing numbers of students with diverse soc1o-educational 

backgrounds and career expec'tations. ~ 
A 

I~ some countr1es, notably Britain, universities 

~ established dependent colleges which quickly became inde-

1 • 
pendent institutio'ns offeri~ an aiternative ta univ_ersity 

~tudies. In the United States the comp1ex 'system' of two 

and four year college programmes offered both,a1ternative 

r&pd parallel programmes ta those provided by the univer-
16 

"', 

sities. Because of the urgent need for ~echnologists 

in aIl fields, "institutions that developed were less 

theoretica11y inclined than the traditional upiversities 

and did nnt make the same demands of students for profi-
" 17 " 1 

ciency in mathematics and languages." Many of the ne~ 
, 

establishments were devoted sole1y to training for specifie 

\ 

15 Bissel,l,. p. 177. 

16 For further treatment of thi/'foPtc see William 
Clyde De Vane, Higher.Education in Twentieth-Century 
America (Cambridge, MAss: HarvB.!d University P,ress, 1965), 
Bnod Higher Education in Transition: A History of Am'erican 
Co1leges and Universities, 1636-1976, ed. John S ~~rubacher 
and Wi1}is Rudy, 3rd rev'. ed. (Har-Row: 1976)1' 

17 Bissel1, p. 177. 
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jobs, whils~ oth~rs made provision for transfer ta univer-

s.ity. Diverse in form and programmes, the univèrsal aims 

of these new institutions were to provide, at a lower co~t, 
" 

than the univer,si ties, an opportun! ty for .higher educa tian 

ta students unable to gain admission ta university and to 

pravide speciali~ed and tecbnical training. , . 
. 

Their canl~ ern 

was ta educate the middle' and low'er classe,s and to offer an 

opportunity for vocational training rather ,than scholarship', 

and research.~ The latter was felt to be the responsibilit~ 

of the universities. In general, an open-door polic~ 

guaranteed admission to students of aIl le~els and of aIl 
18 

ag es. 

The has~ with which these new institutions were 
~/ 

",/ 

'established allowed little time for adaptation of tradi-

tional programmes and methods to the new institutions and 

philosophies, or for ihe adequate planni~g and assessment 

of new programmes. Addi tional problems were caused ,by the 

fact that in common with the more traditional institutions, , ' 

the new establishments faced rising costs and the need for 

increased public financial support. In most cases the resuit 

was mor e f inancial contro,l and cen.~ral1zed planning by the 

governments concerned; ,and confl:1cts developed between' 
, ~ 

administration and students as activists on campus ~hal1enged 

modern society and those responsibl~ for, its gavernment. 

18 Present and Future in Righer Education, R. E. Bell 
and A. J. Youngson, ed. (London: ravistock Publications, 
197,3) • 

/ 



\ 
1 

rhe resuiting widespread student unrest expressed d1~-

... 
11 

sàtisfaction with the facilities, programmes, philosophies 
tI 

and'gbals of the ~e~ institutions, and led ta a rethfnking 

of what the function of higher educ-ation shouid be. The 

pos~-war generation had seen it mainly as il career ïnvest-

ment, but the students of the 'sixties demanded that, it 

befame a r ieh l if e 'exper ienc e l"wi th the emphasis ',0 n 1 iv ing 
, 19 

DOW, nQt' in the future.lI~ 

This view of education permitted considerable flexi-, \, 

,bility of ch6ice. 'The nineteenth ~eDtury concept of-a 

, lib eral 2~duea tian' h,ad been fi eiae tness wi thin a na rro' 

range,'~ , but the new philosophies equated the terttl with a 

certain breadth df curritulum. Students were encouraged to 
~ 

explore multi-disclplinary subjeets to\countera~t the narr~-

ness of specialised programmes. 
\ -' ,Ii 

The trend toward diversif1cation in the 'slxties wàs 

fntensified by the dec~ine in papularit~ of ehe Sciences 

and technologies, as natio?al manpower requirements became 

Iese urgent. Simu1taneously aIl branches of Social Sciences 

gained in popùlarity. By the end of the decade, in response 

ta these tl;'ends, there vere ma~ different types of insti-

tutions and programmes from which students cauld choose. 

19 Burns, p. 2. 

20 Sanderson, p. 7. 
" 

" 



-

12 

" 
~, 

The numbé~ and variety of institutions of higher educa-
, 

tion Were largely the resul,t of i~medlate res-ponse to a 

cri'sis rather than an integral and logical step i-n a co-
I , 

ordinated and centralizeq plan·~f ~igh~r eduéation. Canada, 

on a national scale followed international patterns of 
( 

development, and its new institutions of h~gher education , 

evinced the'unfortunate resu1ts of ad hoc planning to be 

found elsewhere. Such planning was made necessary by the 
, 

r~p~dity,~ith which changes to existing institutions and 

programmeshad to be made in the 'fifties, 
, 
Prior to 1950, within a provincial context, 'a process 

-t-
Qf quiet evolution accommodated changes in higher.education 

with little stress. Higher education programmes were 

developed in response ta the needs of particular regions as 
, q,.. ," ;;<-

during the decade following the second World War, Canada, 
1 .. <1 '" 

,at~empted" to meet the demanda made by a changed, rapidly, 

g rowing and technically 0 rien ted- soc ie ty. 

By the mid-fifties, the demand was su ch that mere 

adaptation of exi~ti~g institutions and programmes failed 
/' 

to meet the needs of society. New concepts and alternative 
-: . ,.. 

i, 
insti~tibns were required, and a solution was found in the 

junior college, or comm'unity col1ege, concept. 

\, wlth th'eir E~ropean and American count'e~parts 
In common 

su ch col1ege~ 

exhibited "great diversity in purpose, program, 8tudent 

,-
1 



, 

o 

---~ 

population, adm,inistration, structure and ph,iloBop.hical 
21 

base; but aIl had 1,n common a notion of themselves as 

13 

"a community of learners rather than a communi~y'of advanced 
\ 

scho~ars, in which the cen~Fality of the individual learner 
22 • 

was paramount." 

Modelled upon American concepts and committed to ease. 

of, access and flexibility of programming, these new insti- ,fi 

tutions offere.d vocational training in 8 number of fields 

as weIl as pre-university programmes. In addition to reme-
~ 

dial education for students<of aIl ages, junior colleges 

provided 'a wide variety of services 1:0 their, communities, not 
, , 

least of which were continuing education for the part-time 

student and non-credit leisure progr8m~es. 

The' community college concept took 'hold and spread 

rapid1y. Practical imp1ementati~n could only be.achi~ved 

by radical changes' to exi$~1ng administrative structures a~ 

-polieies of higher education. Such thanges occurred in alrnost-' 

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

men ts as r evol u tionary, compr ehens ive and ,swif t as in Quebec 
23 

between.196D ând 1979. Prior to 1960, pùblic education in 

( ...... 
21 Dr. Gordon Campbell, Community Colleges in Canada 

(Toronto: McGraw HUI, 1971), p. 3; hereafter cited as 
Community Colleges. 

" 
22 Dr. Gord'on Campbell, Community Colleges in Canada'.' 

CAUT Bulletin ACPU,-December 1974, p. '8; hereafter cited as 
CAUT Bulletin. ~ 

23 Campbe1~, Community Col1eges, p. 54. 

'\ 
~. ~ , . ''''' 
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Quebec was di~ided into two parallel and autonomou~ sectors. 

o~e was Catholic, patriarchal, authoritarian, pr~\omlnantlY 
, . "'- -

French and traditionally the responsibility of th~ Church. 

The' otf-her was Protesta,nt, predomina?tly English, and the 
~ ~---,> 

creation of regional area Boards which were given a free 
,\ 

r-e-i-n to operate ~s they saw tit. The normal Foute to uni-

versity for the French student was through the private 

cgll~ges classiques. Their rigorous humanities-oriented 
,J 

programmes required eight years beyond elementary school, 

~ ~ 

and their high tuition fees put ~hem beyond the means of most 

o'f the French population. English ~tudents tended to pass 

directly from pubiic secondary school to university.' 

Quebec's so-called "Quiet Revolution" of the '.sixties" 
, 

initiated by Jean Lesagè and presided over by Premier Daniel 

Jo hnson from 1966 ~o 1968, ref 1 ec ted f~~m e:n tal chang es -in 
. 

th~ consciousness of the Fiancophone population. Their"new- ~ 

found sense of nationalism, and equality with the English 

Quebec Ropulation, demanded 

educstiJal system. It w~s 
whole~ale changes in the existing 

j 
recognized by those who led. th,.e 

reform that: 

.. 

~J 

The new, sociad, ecbnomic and polittcal courses 
which were now being pli)tted had to be translated '\-' 
into new goals~, structu7>es, institutions and 
pro cesses for the educational system. Out of ~ 
this philosophieal necessity was created the Parent 
Commission with its open mandate to investigate 

t 



, -

, 

education in" the Provinc~, and to make 
recommendations for cha~ge~24 

A Royal Commission of Inqulry on Education in the 

15 

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

, 
March 24, 1961. Between 1961 and 1966, the Commiss',ion, 

chaired by Monseigneur Alphonse Marie-Parent, held one 

hundred and twenty-five private interviews, fort y-one days 

of public heari~gs in eight cHies, visited forty-seven 

institutions in the province, travelled to other parts of 

~anada, to the United States, Britain; and other countrles 

in Europ~ and receivéd over three hundred briefs from 
25 

in div ird ua 1 san d g r 0 u p s • 

Betwein 1963 and 1966, the Commission published Its 

~ 1 

report in five volumes. The central recommendations of 

volume l twere the creation of the post of Minister of Edt,lca-

tion, and the formation of an advisory body - the Superiot 

Cou'neil of Edùca tion. Volumes II and III of the Report re­
i; 

eommended detailed changes in th~ structure of education from 

kindergarten through university, and put forward the concept 
\ 

of "institutes" - comprehensJve colleges fo~ ~ost-Becondary 
~ , 

educa t ion, off er ing bo th pre-univer si ty programmes and 

24 Professor Norman Henchy, '''Revolu\tion and Education 
in Quebec". Te:)tt of Lecture, 1972 on file, Education 
Library - Vertical Files, "Education, Quebec Province, 
~cGill University, Montreal. " 

" 25 'A 1 r , Rapport de la Commissio'n d'en9)Jete s'ur l'education au 
Qulbec (Québec: 1963). 

, , 
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professional training for ~echnical occupations. Opportunity 

would also be provided for students of a1l ages ta continue 
26 

tneir education. 

In January 1963 a "Comité' de P1anificatibn de l'Enseigne-

/ 
m~nt pre-universitaire et professionnel" was set up ta bring 

the proPQsed new colleges to ~irth. Popularly tnown as the 

COPPEP Committee, it coniisted of some thirty members, and 
\ 

- 1 

included parents, teachers, and'representatives of ,school 

boards,' ,classical colleges and universities across the 

province. Over an eighteen-month period COPPEP prep~red 

- 1egislation and regulations which would realise the Parent 

Commission" s ?ream l , and récommended that the name be chang'ed 
, 

from "Institutes" ta Coll~ges d'Enseignement Général et 
27 

Professional, or CEGEP. 

The completed legislation, "T'he General and Vocational 

C~llegeS Act," -was ,passed by the j' tiona1 ~ssembly in June 

1f67. By S-eptember 1967, twe1ve C GEP, had been forfed, '1!lnd 
l' 

within five yeats so~e thirty-seve existed throughout the 

Province. As might have been expected, chaos reigned. "All 

used existing plants and hastily restructured admini~trative' 
; 

staffs and programmes~ AlI were formedoby the conversion of 

26 Volumes IV and V,of the Report dealt with the 
Admin.;Ls'tra tian of ,Re1igious and ·Cul tural Programmes» General 4 
4dministration and ihe Financing of the Agencies of Educatlon. 

27 Campbell, Communi~y Col1eges, p. 53. 
"'\ .l 
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one or more existing institutions ••• there was a wide 

range ~f combina'tio.ns. ~EGEP Maisonneuve was created from a 

single classical college, whereas CEGEP de T~ois R~~res 
'1 ' , 28 
1> • 

was an integration of nine different establishments.~ 

The CiGEP system was disrupted almost immediately by 
p 

internaI and external pressures. Repeated disturbances led 

to a province-wide student strike in October 19~8~ due mainly 

to the stresse,s of change'and growth: "Curricular problems, 

inadequate facilities, shifts from classical stud~es to 

technica l pro grammes, adm inistra tor s a t tuned td pas t' needs, 
, 

èurricula 'and methodology, and student anxiety about 
29 

employment were among the factors c9ntributing to .•.• " , 

the strike. 

The strike was followed by widespread-controversy over 

a Government decisie~ ta re-classify instructors. In addi-

tion, f inancial problems, _ not un iqu e te Qu ebec bu t mor e 

proneunced in this province, made the ~xpansion and improve-
, J . . 

ment of Inadequate facilities even more difficult te achieve. 
,r 

The Govern11ient was obliged, to provide for ever-Iarger enral- "". 
j 

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

of growing pnemployment, inflation, and political and social 

unrest. 

28 Campbell, Cemmunity Colleges, p. 53. 

29 Campbell, CAUT Bulletin, p. 11. 
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Replacing an earlier Comite' Mixte; a Comit;.é de L:f,.ason 

enseignment supérieur/enseignement collégial, known as 

CLESEC\ was created in the fall of 1971. lts mandate was, 

as its title suggest8, to aet as a· 1is80n between univérsi-

" ties and co11eges, to promote the flow of communication and 

infotmation; to aid the colleges in the preparation of new 
l ' 0 

programmes; to facilitate the transition of students' from 

one 1evelto the other; and to promote the Implementation of 
30 

the Parent Report recommendations at bath 1evels. 

The continui~~ problems of ihe CEGEP were stud±ed 

intensively in 1974 by a Comm,ission of 'Inquiry, the Nadeau 

" Co,mmi,ssion, appointed by the Superior Council of Educ'ation. 

The Commission, chaired by Jean-Guy Nadeau, found that 

there'was a,general inability on the part of the CEGEP to 

'find' their own lever and to offer a type of educat~~n 

distinct from that of the high school or university. 

The Nadeau Report was basically a restatement of the 

ideals outlined in the Parent Report. One of its main , , 

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

institution, there was no basic difference betwe·en goals,of 

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

" for sorne social funcfion. The Nadeau Report differed from its 

L> • 

, l ' :0 Gouvernement, du Qu~bect Ministhe de l"u ion, 
Comite de L1ason ense1gnement,s supérieur/enseignement 
collégial: Dossier d'information, 74.01.17.01. 

31 Qu Etb ee Governmen t,' Super ior Coune il for Educa t1-0n , 

The Co11ege: Report on the State and Needs of Co11ege 
Education. (Quebec: 1965). 

'. 

, ' 



.. 

19 

p'redec,essor in that IIwhile the Par'ent Report spoke of 1 the 

asp~ratl0.~s of Quebec to ,higher ed~cation,'" the Nadeau 

Report "assumed high scheol graduates are ready' for -higher 
32 o 

education. " In some forty-eight .recommendations, the 

Nadeau Commission suggested changes' in hig'her education t,o, 

deal with the current problems, reiterated the Parent Com-

, ' i mission s vision of the CEGEP as an instrument' of social 

change and supported the notion of an 'op~n-door po1icy'. 
- , .li 

-' The Report' s "pleas for a "free" educational environment 
1 33 

where students could create their own learning experience," 

revealed a profound guif between ~he theor~ of general educa-

tion as prophsed by the Parent Commissi9n and current 

pedagogieal practice in the CEGEP in 1974. The Parent Report 

wa~' the pro'duct of an idealiS,~)c and optimistic sO~iety. The 

Nadeau Report was submitted during a period of deep social and 

economic pessimism. Change4 educational philosophies held 

that individua1 odevelopment, desirable as it might be, should 
• • .. 1; r 

be subordinated to social obj~ctives. Notwithstanding the 

Nadeau Commission's recommendations, the educ~tional system 

beeame more,restricti~e was a tendency to revert 

to the authoritarian attitudes of the decades before the 

o ! 

32 Hashmonai Conforti "The CEGEP~ An·assessmen~ of 
goals and possi.bi1ities" The Montreal Gazette, September 6, 
1974, p. 7. 

33 Henry Wagschal "Failure oC the CEGEP - an insider's 
view", The Montreal Star, February 2, 197.5, Sec. At p. 3,. 
'cols. 1-3. 
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Parent 'Report. 

Between 1974 and 1977, poli~ièal and soc.ia1 conflicts 
! 

between the Fr ench-Canad ian majori ty, ànd Quebec's minority 
,.. 

groups became sharply defined. Th~ election, of the Parti-

~ ~ . 
Quebecois in 1976, with' its professed intention to setparate 

Quebec from the rest of Canada, added to the a1readi~unsta le 

political and economic-c11mate, and unemployment rose to 

un,precedented levels. ,The' restricti-ve regulations bemoan"ed 
! 

by the Nadeau Commission's findi~gs continued to prevail, 1 

- \ , 
and interest in a broad liberal ed,ucation shifted toward an: . 
emphasis on t~chnical studies, ~or career tr~inin, as studen~s 

compeied for positions in a diminish~d mArket. 

In 1977 international trends in educational philosophj 

suggested a movement toward m~re structured programmes and 

1 

an emphasis upon Mathematics,and the Language Arts. Later in 

-' 

the s~me year Quebec's Education Minister Jacques-Yvan Morin 
35' 

published his Green Paper on Primary and Secondary Education. 

The pa per wa 5 a s er ies of propo saIs d esigned to r e-evalua t~ 

the publiç scheol system and brïng it into lille with inter-
'j' 

national develepments. Schools would be committed to the 

teaching of Mathematics, Language Arts and Religious and , 

34 
Dominique Clift,: liA Basic Shift in Educatj.on" 

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

35 ~ 
Jacques-Yvan ~orin, Ministre de l'Éducation de 

Québec, L'ensei nement Primaire et Secondaire au u~bec: 
Livre Vert (Q~ bec:. 1977). 

\ 
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. , 
Moral Instruction; Latin would be a comp~lsory study for 

J[j l , 

'high school students, and "intellectual rigour, self-

discipl;lne and methodical habits of 'work and] study' would 
." ' . ~ 36 

'be the underpinnings of this' new <~.~p;oach to educatiçn." 

~ How or when the'proposals ~ill be implemented ~nd how thei 

1 

\, 

, 
will .affec1t the CEGEP remains to be seen. -'J-

, -
A confer~nce held in Montreal in November 1977, to mark 

the tenth ant1.iv,ersa{y o~ t~e fO,undin g of ,t,h,e CEGEP,'" vrevealed 

tha t "Q'uebec' s CEGEP' are c,onfronting the same problems t'oday 

that -~h"ey faced when they vere, firs~t ~ounded -ten' ye~rs ~go, 
" 

and .. the solutions appear no clearer now than they wel"e in ' 
37 " , _ ~ '. 

o 1°967." On the "positive side the conference reported 'an 
" 

increase' of sorne 80,O<J0 -'students in-the ten" year period, 

,growth in the course offerings in" t,he gen~ral ~rts and 0 0 

/' 

sc ience al' eas a s weIl a s in the prof ess ibna'l sec to~, i~roved 
, l 

il 
curricula and cours'e G.o·ntent, and the creation of a dynami'c., 

, ' 

if sometimes controversial learning environment: On the 
, " 

neg~tive side' the Conference noted f'requent,' repeate;çd con.-

" flk~s b~tween the teachers" union and)the administration; 
o , 

tao Many inappropriate compulsory courses; lack"of 

co-ordiQatîo~between s~condarYI college and un~versity 

leve,le, and the failure to make French, obl}cgatory for a11 

\ 36 James 5t'ewart "Morin' s h~aran engineering pla?"', 
T'he Montreal Star, tebrullry 25, 1978, ,Sè.c. ""G" p. 1., çols. 

\) 

Q 

, 37 Ken Whit tin"gham - "After ten years\, 8ofut'ions'. to 
junior coliege woes ~nclear", The Montreal Star; , 
Nov em ber 2, 1 97 7, Sec. A , p.', 13, col s. 1-6 . . 

\ 
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----....."' ... .JJI?tf n8' 1> 
EngU':~h CEGEP students. " 

\ 
"T.his la~t fact ~as'aefeated a"'J central objective of the , , 

reforms of the 'sixties whieh 
~ . ~ 

t; 

were intended not ~~ly~to pro~ 

'. vide equ~r opportunity within t~e English and Fre~ch educa-
( ) '. ç;h 

. tional.systems but also to integrate Anglophone college 

students into th~ mainstream of Quebee education. While the 

Parent, Ideal of integration has not yet been ae~ieved. the fact 
, 

that ~~udents in the French and English CEGEP follow the same . 
, Il; 

cours~ $yllabus does provide a common base." Queb"ec's, 
\ 

English-language CEGEP altlioughl'lfl pro,duet of ,the sam-e rilo­
sophi~'al ideals, with a eommen purpose and programm,e, and 

und er' the j ur iscUc t ion 0 f the same bureaucr~y have, never-:-' po 
, 

~ 

theless, maintained a qua\ity and identi~y of their own sfnce 
~ bv (> 

their 1nceptio~ in the late 'sixties. 

The history of the five English-language CEGEP began . , 
,with the opening of Dawson 'College in September 1968 in a 

converted ~ill factory in Selby Street in Lower Westmount. 1 
'-""" 1 

Sinee then the college has spread to ether locations through~ , 

out the city with four campuses and numerous satellite 

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 progi8m~es. 

The College of~ers a bnoad range of pre-university and career 

38 Sadat Ka:z:i • 1tÇ~GEPs are thriving aft'er ten years", 
The Montreal Star, October 29, 1977, Sec. C. p. 5, cols. 
1-6. ' 
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~ogr~mmes fo'r post-secondary students and a wide var1ety of 

interest courses and pa~t-~e programmes for adults. 

Vanier College, founded in 1970, is locateq on two 

campuses in the western part of Montreal. The original campus 

in St. Laurent was established in the ~ld College Basile 

Mor~au, the MoJherhouse of the Holy Cross Order. The 9 
4 

Snowden campus was opened in 1973 and ~oday there are sorne 
/ 

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

John Abbott College was, established if1. Au(ust of 1970,' 

and received its first 1,200 students in September }971. 

Situatéd on the western tip of Montreal Island, it, 'tem-

porari1y', has two campuses. Th~ permanent campus and 

1 ~ 

College headqUarters~is in St. Anne de Bellevue, with. the 
\ ln ' .. 

temporary campus ~n \e town Qf Kirk!Ïnd, about six miles 

east. In December 1915, the College signed a long-term 1ease, 
! , 

w'ifh McGill Univ'ersity for the e:le.c1usive use of fUty acres 

of the west section of it~ MacDonald College land, whose 

acreage and faci1i~ies the :EGEP now share. ~ A twenty million 

<d.olla,~ expansion and restoration project will ultimately 
r 

provide John Abbott with ~ts own integrated facilities at 

the, ~t. Anne site. The College has current1y enro11ed sorne 

4,000 fu11-time day students and 1,300 e..vening students in ' 

its Continuing Education Division. 

Champlain Regional College, the fourth of the English-

language colleges, was established on April-T, 1971, and 

consists of three widely separated campuses.' The St. 
, Q • "" / , 

Lambert-Longueuil campus, the on1y one with which this'report 
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391 

vif!' be concerned, 15 the largest campus of t~e college. 

When opened'in September 1972 it was,housed in temporar~ 

quarters in St. Lambert. The building of permanent faci1i-, 

Il' ties began almost at once on twenty.-one acres of land along 

-

the St. ,Lawrence Seawa.y, an.d by August 1973 th-e first black 
1 

of the college vas comp1eted., The new campus.was official1y 

. .,,) 

opened in October 1976, and the ~011ege enjoys the dlstinc-

tion of being, to date, the only Montreal Anglophone CEGEP 

with specially desigped ~aci1ities. At present there are 

approxlmately 1,500 ~ay st~dents and.I,400 continuing education 

students enrolled. 
, 1 

Marianopolis College, located in the heart of Montreal, 

ls currently the only private Eng1ish-language CEGEP ln the 

area. Originally the N8tre Dame Co~lege for Ladies, founded 

in 1908,' it ,va,s the .first institution of earning for 

English Catholic women in the Province, and 

first vith Laval Upiversity and later vith of 

Montreal. Re~amed'Marianopoiis College during the second 

World War, the College changed locations several times. In 

1969, Marianopolis adm,itted its "freshman students to a CEGEP 

equivalent programme; accepted its first male students, and 

pha s ed out Hs d egree programme .. The expansion of the College . 

led to Hs removal to its present site at 38BO .. C~te~-es Neiges 
~ , 

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

39 The other campuseij are in Lennoxv111e and Quebec 
City. , 

- ,>-----------
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student body of about 1,200. Full-time students are required 

to pay fees o~ about $660 per year, although the Government . , 
~ 

Bubsidizes the College for about ~ight, percent of Its costî.' 
J 

These five CEGEP in two and three-year programmes offer 
, 

a wide range of academic and professional studies, includ-

Ing Drama and Theatre. Although' extra-curricular theatre 

actiiities had an im~ortani place in Quebec'8,coll~ges 
40 " 

classiques from as early as 1660' " {the teachi,;s ~f the,atre 

as a eurricular subject of higher Jdueation la a fairly 

recent phenomenon. In the early"si~ties the shift from 
1 • 

<. 

Sc i enc e and Technol,ogy wa s a ccompanied by 'â surg e a f in teres t 
~'-- ' 

in Arts and Fine Arts programmes at aIl edu~ational levels. 

If the history:6f current CEGEP programmes reve~ls a 

general debt ta the p~ilasaphies conta~ned in ~he'pa~ent Re­

port, it oves a more specifie and practica1 one to a parallel 

s t ~ ~ yon li he art sin e duc a t ion. 

In keeping with the Q~iet Revolutian'~ commitment to 

cultural 'survivance' and the determination of the Government 
1 

ta beeome 'mlitres chez nous'. a Commission of Inq~iry on ~he 

Teaching of the Arts ~n Quebec was appointed in March 1966 

1 40 Theatrlcal activi)ty prospered throughout the 
seventeenth and eighteenth centuries despite high-level 
ecclesiastical disapprova1. n 1785 Joseph Quesnel wrote' 
a Trait' de l'art dramati u for the beneflt of his young 
actors ,- probably'the first edueational book published in 
Canada. The students ~f Jesuit ~ollege ~n Quebec are 
known to have.performed plays .in Latin. French and even 
~n Huron and Algonquin. Rapport de.la Commission 
d'enguhe sur l' enseignemen t des arts au Qu~bec. {Qu'bec: 

. 1968); hereafter cite~ as the Rioux Report. AlI further 
~efere?ce to this work appear in the text. 

" 

.' 

'0 
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under the chairmanship of M. Marcèl Rioux. The report of 

the commission, brought down in August 1968, prepared the 

way for the inclusion of programmes in Drama and Theatre 
- l' 41 
in thé .new education ~ystem outliri~d inthe Parent Report. 

Tne Rioux Report, postulated the ideal of an education 

in the Arts which would be aJailable ta every student and 

which would permit<t~e full development of individual 

interests-and abilities in every sphere of the Arts. 

Publ i shéd, in fou r volumes, the Repor t was bo th ,philo so-
oP ~ 

phical and practica1 in nature •. It consisted of a d~tai1ed 

study of a broad spectrum,of the F~ne and Creative Arts, 

which were divided ~nto four m~in categories:-

, . 

1. The Communication Arts, which explore 
the world through sound and movement, 
and develop expression through the use 
of music, song, body movement, act.ion, 
dramatic play and oral expre~5ion; 

41 At the time of its pub1ication the' Report aroused 
more interest in France than it did in government and 
~dministrative levels in Quebec. (Personal interview with 
M. Clément Pari, Professional Résponsab1e for the programmes 
in Arts, for 't:"tœ Department of Programmes - Direction 
Générale Enseignment Collégial (DGEC), May 10, 1978). 
Local1y, the older and more established institutions of 
general and higher education, where many of the Parent 
recommendations haç already béen put into prsctice, were 
very ___ ~ec epti ve to the Rioux -Commission 1 s ides s for an 
artis~ic education. Loçal school boards sttempted to 
1mplement many of the Reportls recommendations, particu­
larly in regard to Drama. The Protèstant School 'Board of 
Montreal, for eiamp1e, in 1969 had eighteen drama spe~ 
cialists teaching in its schools. (Personal interview 
with Mr. Michael Thomas, Senior English·Consultant, 
Protestant School Board of Creater Montreal,·January 4; 
1978). 
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2. The Plastic Arts - the ar~a of graphic 
arts using colour, form and design; 

• 1) 

3. The Audio-visual Ar~s - telflvision, 
radio and film, and 

4 . Tb~ Environmental Arts - ~rchitecturé, 

urban development and industrial design. 
(Rioux Report, 1. 258) 

The Commission outlined programmes for each level of 

ed~cation trom kindergar~en through university. Seen as a 

vertical development, the structure of ,artistic education,) 

was described in terms of a tree, with its roots deep i~e 
\ 

"biologica1 real1ty of man and his culture", growing through 

a i'common trunk" of a general Arts educatton and ;eaching up 
~ 

to ~he topmost branches of research and specialization 

(Rioux Report, l, 260). 
; 

The suggested structure was one of planned coordination 

-and growth, yet with sufficient flexibility to 'allow fbr 

exceptional cases, and provision of an easy transition from 

one section to ahother. The needs of the individual were 

seen as paramount. At the college level it was felt that 

the student should be able Ito choose e'ither a professiona! 
.. 

artistic programme, terminal in nature, or prepara tory pro-, 
~ , 

grammes leading to degree-oriented university sfudiea. 

Drama and Theatre was recognized as supremely important 

to a society '''en quête de la L1bert~" and f1ghting for cul-

tural survival:-

, -\' 

( 

'" 
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\ l-
Les leaders novateurs du Qu~be~ d'après l'enqufi:e 
que des sociologues ont faite pour nous, ont pris 
conscience admirablement de cette force, de ce 

... ' .. pouvoir de metamorphose pour notre co1lec~ivite 
L'un d'eux dira: "Le th~~tre a sa valeur aU 

\ , 
molli en t . • . a par t ir du momen t ou il expr ime (' 
les sentiments, le~ deboi~es ou la joie d'un 
peuple qui ·,s' exprime lui-même par la voix de 
ses d~légu~s que sont les auteurs dramatiquès".'",,-
Pour eux, de plus en plus~ le th'~tre est une 1 
école de Vie'J lieu de co'ntestation, de 
revendication de réhumanisation. Dans leur 
esprit il ne 'agit ~lus d'abord d'un lieu de 
divertissement d'apres-dinerf mais d'un lieu 
d'unification. Et ,ce thé~tre diront-ils ne 
peut se développer qu' 'a partir d'une dramaturgie 
canadi!=nne, québecoise. (Rioux Report, ~ 130) 

The Commission made specifie recommendations to facili-
42 

tate 'the realization of their goals ,at the ~EGEP 1evel. 

Summarized below are thos~ wi~h most signi~icance for this 

; study:,-

42 

l' 

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 nf artistic education and 
technical training should be broad and flex­
ible, and at the college level should offer 
both advanced education and pro~essional 
training. ' 

3. That the artistic education in each college 
should he under the responsibility of one 
person - the Director of Arts. 

4. Since mahy of the programme,s of the new 
colle~es would be acquired, at the time of 
their formation from the old ,coll~ges 
classiques and techni~al institutions, the 

Compiled fram The Tables of Recommendations in 
~olB. l and II of the Rioux Report. 

" 
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( 
suggested reforms and new programmes be 
implemented immediately. In o"rder to do t,his, 
each college should be equipped with the re­
quisite facilities such as worksho~, theatres, 
galleries,. studios, etc, 

That, as in th~ area, of sports, funds, 
equipment, and opportunity to experience 
and participate in the Arts at a professional 
level be m,ade available ta students 
immediatel>" ' 

'That 'th~e cooperation and an exchange of 
ideas, personnel and equipmept Qetween the 
various levels of education in each field 
of the Arts. 

That each college collaborate with the ~ 

authorities for cultural development and the 
schools of their region, bearing in mind the 
importance of coordinating their artistic 
manifestation and the needs of their com-
munit y.' -/ 

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

9. That programmes be institu~e~ for the trai~ 
ing of technical personnel or' aIl kinds for 
th~ 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 
sc.hoo'ls abroad in order to- ob tain teac.hing 
diplomas in acting and theatre arts. 

The Commission's definition of what should constitute 

"l'art dramatique". and the suggested outline for the coll~ge-

level programmes, st:ated that the notion of "drama" should 

include theatre, musica~ theatre and opera, as weIl as the 

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

Commission believed that th1s multidisciplinary Art form 

should include the trainirtg of technicians of aIl kinds, as 

1 

\ 

\ 
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weIl as actors, administrators and teachera of theatre. 

At the college level, however, programmes in Drama and -0 
" 

"Theatre" ~olved gradually, generally in respon,se to student(/ 

po,licS or administrative interesL. Applications were made by 

inçividual CEGEP to the Ministry of Education for permission 
1 

~ to offer courses or programmes in Drama and Theatre, and " 
( ;' 

these were duly approved. As migh~ be expected, the pro-
1 

grammes began fir~t in the French CEGEP. Initially under 
d' 

the d.epartment of Arts and Lette-rs ~s a two-y~ar pre-

univ er si ty 1 ib eral ar ts pro gramme, trad i tional stud :L.es in 

dramatic literature were to be offere,d, to which was to be 
. i 

ad'ded such practical. experie:'(lcl? as existing facilities would 

permit. In 1969-70, in response mainly to faculty initiative, 

a three-year profesiional theatre progr~mme was established 

. at two of the .Frenoil. CEGEP, Lionel-Groulx and Bourgchemin. 

The evolution of theatre programmes in the English CEGEP i5 

dealt with ~n detail later in this study. 

! Curren tly in the English' sec to'r, eac h of thë f iv e 
, 

colleges, described earlier in this chapter, ~ffers a two-

year pre-university programme in Dram~ and Theatre within 
II, 

the Creative and Fine Arts Departments. John Abbott and 

Dawson Colleges offer three-year professional~theatre 
! v 

training programmes as ~ell. 

Since the philosophies, aims and methods ~f the Rre­

:universi ty and prof es s ional programmes ar e 80 ~rkedl y 

'd°:bfferent, -it 18 my intentionAt"6 treat each separately. 

. , 

l 
1 
j 
l 
j 

i 
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l 
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, . 

Within the b~oad context of international and national 

deyelopments a study of the Liberal Arts programmes in Drama 

~nd Thea tre will be fOl,lo,w'ed by a similar treatment of th,e 

programmes which off ~:rJ essional. Thea tre training in the 
~ .. il} 

Montreal English-language CEGEP. 

'?' 

" 

.f . 



r ... 

,J 
\ ' 

• 0 

. ( 

( 

/' 

ÇRAPTER TWO 

DRAMA AND THEATRE'AS A LIBERAL ARTS DISCIPLINE 

( 

f . 

\ 

, 



. -' 

1. 
1 

33 

\ 
The two-ye~r liberal arts programmes in Drama and 

Theatre ,at the English-language'CEGEP are essentially con­
l ' 

cerned with,the development of the student througb àn 

academic ana practical approach to.~he study of dtama. The 

profess~d int~ntion ls that ~ study of dramatlc literature, 

wltich inc,ludes training in the s~ills of the art form and 'Cf 

exposure to performance, be directed toward total personal 

development. The realization of this intention must dftpend .. 
to a large extent upon the philosophy and biases of the 

indiyidu,al in chl1rge, of the programme, his interpr~tation of 

the r~lationship between a study of the text and practical 

experience,' and his definitio~ ,t>f wnat is implled in the 

~erm 'personal development'. 

Inevitably questions arise êoncer~ing the degree of 

pr\ctical experience and the level of theatre skills 

necessary to either illuminate the text'and/or achieve 

maximum personal development. Contèntion among educators 

at 'a.ll levels of higher, educa"~ion arises from a concern 

thàt th~ dramatic activlty may become an end i~ itself. 

Whether practical work sh9Uld be directed toward individua! 

development or to the study of dramatic literiture fo~ its 

own sake, and what emphasis 8~ould be placed on the acquisi­

tion of professionàl the~tre s~il1s_are topies, which form 

the substance of present day'discussion. 

Such concerns are not a modern phenomenon. Controversies 

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

I f-

, \ 
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sixteenth century at Oxford and Cam~ridge,'which' at that time 

monopo1ized university eduçation in England. Their curricula 

included Grammar, Rh~toric and Logic, with some Arithmetic, 

Geometry, Astronomy, Music and,a study of the three.Philoso-

phies (P,~ysica1, Moral and Metaphysica1). It was not unti1 

the fifteenth century that a literary component entered and 
, 

portions of Ovid, Cicero and Virgil were prescribed ~s a1ter­
j 

natives in the official' osy11abus. ,The foundation of Duke 

Humphrey' s 1ibrary at Oxford in 1444, with it~ store of class.-

ical and Ita1ian works, heralded the humanist revival at the 
1 

two universities. 

Renaissance Hu~anism mad' Gr~ek and Latin 1iterature the 
2 

basis of ,culture, and, university stud~nts began to study,tpe 

" dramatists of Greece and Rome. Init'ially the works were read 

simp1y as texts and subjected ta the traditiona! method~ of 

literary criticism" until the ~asm of the Continental 

" humanists, and the acting of c1assical plays, took hold in 

the schools and spr~ad to higher education. At firat univer-

sity performances were private, and intended simply for the 

edification and àmusement of the stugents; but'by the middle 
\ 

of the sixteenth 'century- performances were open ta t'he public. ~ 

l Frederick S. Boas, Universi'ty Drama in the "Tudor' Age 
(Oxford: Clarendon Press, 1914), pp. 14-15. AH further 
references tot~is work appear in the texte 

2 John P. Wynne, Theories of Education: An Introduction 
to the Foundations of Education (New York: H~rper and Row, 
196'3). 
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As 'early as 1545, the ,statutes of both univers1ties provided 
r 

for a certain numb~'J: of tragedies and co'medies in "both Greek 
\, 9 
\, ~ 

f'tt').,~~ 

and Lat'in to .be performed eaeb y~ar (Boâs~ p. 16). 
.. 

On ceremonial occasions and during the ~p~ogresses' of . 

the Queen, the'University 
, 4 \ 

stages became, temporari1y, a tiranch 

" \ 
of the Court Revels. 

J 

Tfie 'playings' Became a' means of e~ta-\ 

b1ishing the credit of' a college, and thus became highly com-
, . 

petitive. University'men tried theï'r hand lat writing pla'ys , 
~. .- ~ C-

and, in:order ta make their themeg more interesting for 1oca~ 

• audiences, incor~orated topic~l and local events. Although 
\ 

they often aped.classical structure and ch,ract~rs, such plays 

were far removed from the conventions and ideals "of lJ..aossi- ,o' . , 

cal d~amatic art, and the ensuing dramatic activity from the 
. " '" 

1 

traditiona1 methods of literary criticism. , However, "the 

.J 

pedagogieal bias was never finàlly abandoned, and it helps to-----;-

.f' account for the seèmingly fitful deveJopment of the,verna~ 

cular acad emie play" '(~o as, p. 2,51). 

DUDing the leter part of the Tudor period, controversy 
• • 

~raged between th~ assailants and defen~ers of pOF~lar theatre~ 

"Whi1é the,two Untversities . • pre sen t e'd a uni t e d. f r 0 n t 

aga.ins t the, 'invasion of their pr'eeinc ts by prof es siona1 com-. 

panies, ~aeh ~as infernally di.J~ded by a domestic controversy 
, 

on the ~eg1timacy,of amateur performances by 1ts own mernbers" 

, {B-08S, ~: 251). Th~ widening rift between humanists and 
1 1 • 

Pur'i ts,ns in the la te B ix t e en th c en tury prod uced a spa t e of 
\, 0 

pamphlets and letters to denounce and defendnacademic drama, 
o ~ 

Cl 

) 
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, 
notably t&os, letters which were eichanged between Dr. Joh~ 

Rainolds and Dr. William Gager (Se~ Boas, ~hap. 10, "Friends 

and Foes at the University Stage"). 

Comment~ng on the correspondence bet~een \ha two men, 
.~ ~ 

Boas sugges~s that one of Gager's letters deserves to 

"be~come a locus classicus on the' objects of academic 
) 

drama .•• " (Boas, p. 236). In sum~ary Boal'! stated that 

Gag,er vindicated university dr%ma Qn the gro,unds that: 

lOt was a handmaid, bo'th to scholarship and % 
rhetoric. It helped to familiarize 'the _ 
younger students with the text of the classi-
cal dramatists, with the practice of original 
composition in Latin verse or prose. At the 
tame time it trained them ~he studentil in the 
art of declamation, in the management of vo~ce 
and ~actiont, which had accounted for 80 much 
in. the' educa tional s.ystem of Imperial Rome, and 
which was particularly serviceable to the 
young er men of b ir th and weal th who' pa ss ed from 
the Univers i ties in t-o ~ .spher e of publ ie 
aff~~rs. (Boas, pp. 349-350) 

Puritan hostility to t,he academic drama ws!s 1ncreas~d . 

(by the fact that performances usual1'y took 'plaee on Sunday, 

and the growth of Puritanism eventually g~ve ri se to groups 
~ ( 

in both Uni?ersities ~ho extended the ban on prof~ssional 
. 

performances to acting in any form by the outbreak of the 

Civ~ . .war: and tlie "sjorad ic surv i'val s ~f ter' the Res tora­

'tion form but the •.• epilogue to its 18cademic dramiJ 

.main history''' (Boas. p. 1). J' 

Puritanical attttudes to academie drama were further , 
strengthened by the Tationalist,philosoph~es of Descartes 

, . .. 

" 

l 
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, 
wÎich divided the w~rli into two s?bstances, mind and 

matter. Desc~tes' believed that the "inclusive and ulti­

mate end of e/ucation and the good life 1B a ~ell discip-

olin'ed mind • • and [thatÎ physical activity is • . an 

obstacle to mental ~evelopm~nt, either to be eliminated in-

Bofar as possible, or to be tolerated as a necessary relief 
3 

1 
than to b~ encouraged for its own sake." 

\ , 
The ~ducat1ve process, it was believed, should be 

1 

concerned primarily with exercising the faculties of the 

mind, and only such subjects,~procedures or techniques that 

1 would help to dO',this <lsQould be permitted.' Instruction in 

literaturJ should be limited to !ts formaI and technical 

aspects and be designed to train the mind " rather than to 

prepare young people to de~l effectively with practical 
4 

social conditions." ,From the seventeenth to the t~entieth 

, c en tu r y , the pra c t ft: e in B rit i s h u O'i v e't 5 was to treat 

drama as a form of literature; practic 1 participation in 

• th~ art form was not considere~ ne~essary to the study of 

drama, and the staging of plays in the univ~sities and 

colleges re~~i~ed largely an ~xtra-curricular acti:ity . As 

such, drama was considered a worthwhile hobby and tolerated 

by the authorities. ... 

3 Wyntle, p.' 9. 

4 Wynne, p. 23. 
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/ 
British unigersity traditiop, almost exc1usively, 

shaped North American higher ~ducation until 1B65. Those 
1 

"who founded schoo1s and colleges in America brought to 

them the Humanist outlook as modified by ~arious religious 
5 

sects during the Reformation and Counterreformation." 

The variety and number of dramatic performances in the 

1 universities declined steadily from the seventeenth century, 

\ although the presentation o~' plays did not cease completely, 

and by the nineteen'th century, academic.drama had "hardened -' into a formula" (Humanities, p. 9). Dramatic perfo;mances 

.,.. generally belonged in one of thre. categories; ~emiC 
exercises, commencement ceremonies or extra-curricular 

productions. 

The ac.ademic exercis e~ ~ ln La"tin, ,were moral in tone 

and were intended to promo~e learning and i~prove elocution 
1 

and deportment. Commencement performances "Often in the form 

of dramatic. colloquit~s were intended to shOl\T the 'school's 

work to good advantage by demonstrating its students' accom-

plishments Land wereJ'also frequently written to express 

1 

~entiments favored by patrons of the school" (Humanities, 

p. 10). The majority of àramat!c perfQrmances, however, 
, 

were extra-curricular productions usually sponsored by . 
literary soc.ieties. The extra-curricular productions were 

,,5 Humant ttes and the Thea,tr e. A. repor t on a ser ies 
of national developmental qonferences on universit~ resi­
dent theatres as a resource for human~stic studies, 1971-73. 
{Washington: The American ,Theatre' Association, 197.3), 
p. 9; hereafter cit'ed as Humanities. AlI further references 
to this work a,ppeali in the text. ; 

f 



l' 

'\ 

39 

o ~ 

the cause of considerable anxiety among the school authorities 

"who al t~rna têly ign,ored the prdduc tions and S~h t Ito 

them" (Huma'nitie~"p. 10), an attitude which prevailed 

the late 1860's. 

curb 

until 

After the Civil War, a new phase of dramatjc activity 
1 

beg an wi th the f arma tian of \drama tic 50 cieties in the uni-
'1 

frs Hies.' Play produc tions were no t confined to these 

societie~, ho~ever, "for t~is was an era of' enormous upsurge . ' 

in aIl extracurricular activities and the presentation of 

plays came to be a favourite means of raisingMunds (or aImos't 

any endeavor" (Human1ti~s, p. 10) 

~ Even mor,e important than the dramatic societies was the 

interest aroused ?y the 1881 Harv'ard p.resentation of Oedipus 

Re~ which was supervised by professors, and actively ~nvolved 

an instructor of rhetoric who played the 1eading role. This 

production, which recei~ed international publicity, was 

Iargely responsible for a renewed interest in ~he classics 
'/00 

which saon spread to dram~ in other languages, ,and "production 

- , \ 

of p1ays by Shakespeare and other English >1-râm,atists also 

---------- ~ 
increased Signu::s::an;'tlylt (Hujaa-n-ities, p. 10). While most of 

, (--------> 

these product~~ re still extra-curricular, and sponsored 
, \ 

obi various clubs~ they were frequently'under the s~pervision 

of inst-ructors and lIit was this interest on the part of 

departments of lang~age and literature that inttiated tHe 

trend toward merging curricular and extra-curricular drama-
, , ,\ 

tic activities in Amèrican colleges and universities" 
) 

CHumanities, p. 10). 

" 
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In 1890, Brander Matthews, a professor of English 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, and ~he taste 

of audiences have on their composition. At Utah'University, 

in 1896, Professor Maude Babcock was "dividing class time 
; 

equally between oratory and the study and reading of Julius 

Caesar. Thus, by 1900, the foundations for the inclusion 

of thea tr e wi thin the curr iculum ha~ been laid" (Humanfties, 

p. 10). 

The trend toward ~he inclusion of dramatic performance 

within the curriculum received further impetus at the turn 

of the century t~rough the philo~ophies of John Dewey "who .. 
began ~o argue that 'the school ~hould be life, not a pre-

paration for living', and th?t dne learns most efficiently 

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

student should learn through experience which uti1ized 

muscles, imagination and the se~ses rather than through 
, 

r..eason aione, or the traditi'Q.nai absorption of commun:Î.ca-ted 

knOWl1edg\, generated an atmosph.ere of questioning, ex;eri-

ment and change,during which theatre began to be incorpor-

.. 
ated in the curricula of many American colleges and univer-

. 
sities (Humanities, p. 10). 

6 Sawyer Falk, "Drama Department~ in American 
Universities," in The, University and the Theatre, ed. John 
Garrett, (London: Allen and Unwin, 1952), p. 1l. 
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In~t1ally, courses empha~ized the use of oral inter-

pretation, acting, and playwriting for the development of 

t~e pro ~,rammes_ inc1ud ed "the training 0 f publ ie read er s, 

1 
leéturers and instructors in elocu~ion, and (after 1910) the 

, , 
training of superviso'rs of ,dramaties in secondary schools" 

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

ta correlate academic instruction with theatre practice was 

made at Harvard by Prof essor George Pierce Baker in his "47 
-, 

Workshop". Here, plays written in pis English 47 class were 
'" 

given their ultimate test on stage before an audienc~. In 

other universities "new courses were initiated at a fairly 
1 

steady rate" CRumanities, p. la) . 
• 

The Carnegie Institute of Technology" which began Hs 

programme in 1914" was the first institution of higher 

education to offer a four-year curric~lum leading to a Drama 

degree. During the first ha1f of the twentieth century, Drama 

as.an academic subject gained popularity at most col1eges and 
.,-/ 

universities throughout the country. 

By 1960 Burnet M. Hobgood, investigating theatre in 

higher education,was able to report that approx~mately 15,000 
c 

stude'nts were enrol1ed in more than 300 co\!ege programmes 
_li . 

equiyalent to .an undergràduate major in Theatre. He found 

that more than 7,000 courses in specifie theatr~ aubjects 
l 

w'ere g1ven by 900 accredited coll,eges and universiUes. He 

noted considera,bl-e disparity in the, programmes, and a cross 
l , 

analysie of the content and sequence of courses 'Tevealed 'tha~ 

{ 
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diversity rafher than uniformity was the rule, and this not 
7 

on1y among colleges but also within any given col1egè. 

Iri 1974, the American University and College Theatre 

l ' Association conducted a similar survey, 'and published its 

findings in 1976. The survey presents data on 924 region-

" a11y accredited two-year institutions, 170 of which offer 
\ 

programmes of post-graduat~ study. The pattern of theatre 

education offered by these institutions is of five main ... 
typ es: Recreational, Professiona!, Avocational, Liberal 

Arts-Vocational and Liberal Arts-Humanistic. 

The professional categort is self-descriptive an~ 

accounts for about four percent of the total Theatre Pro-

gramme enro~ment. Recreational and avocational 'programmes ,,-
'" , 
are largely extra-curricular and production-oriented. 

Recreational programmes are usually related to clubs in the 
) 

fields of the humanit1es anq sciences, and no theatre 

courses as such are offered. Avocat~onal programmes comprise 

'" a few courses taught in established departments of humanities 

and ar~s for those students for whom theatre 1s not con-

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

8 
"a subject which an educated person should appreciate." 

T~eBe two groups account for about ;wenty-five percent of the 

, 7 Burnet M. Hobgood, "Theatre in Higher Educatiôn in 
America", Educational Theatre Journal, May 1964, pp. 142-149. 

8 University and Colleg~ Theatre Association, 
Directory of American College Theatre (Washington, D.C.: 
Corporate Press, 1976) p." 6, hereafter cited a,s DACT. AlI 
further references to this work appear in the tèxt. 
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total enrolm~~~~eatre programmes. . ~ . "-
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'~- ' 

The highest, enroiment ls to be found ln the two (liberal 
, 1 

arts categories: \~e~~-Six percent in the vocational sector 

and forty-five percent in'the humanistic studies area. 
/ . ~ 
Vocational programmes oft~.r an extensive curriculum in 

theatre subjects, which, ln addition to practical and 

technical training, include the History of Theatre, Dramatic 

Literature, Dramatic Theory and Criticism, Playwriting, 

Children's Theatre, and, Creative Dramatics and specifie 

training programmes 'for potential drama teachers •. Students 

are encouraged to specialize 1n 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. 

Liberal Arts-Humanistic programmes provide both academic and 

practical exper~ence. Students are urged to take courses in 

each theatre area, and are encouraged to demonstrate scholarly 

and research abilities as weIl as practical skills. In most 

colleges the value of a Liberal Arts education i5 stressed 

an1\.. students are discouraged from specialization, however, f 
"three or more productions 1 are staged annually" (~, p. 6). 

In conclusion, the 1976 Theatre Association report 

stated that, 

"most of the nati'Qn1 5 collèges and universities 
provide instruct}6n and support production 
activity in theatre •.• the total number of 
specifie courses llsted ls 14,392,-aftd the most 
frequently reported courses Are those' ln per­
formance, inc1uding acting, voiee, movement and 
general technieal cour8es~ The fewest number.of 

,', 
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61f courses offered i5 in the general area of 
/ 

pedagogy, which may suggest a trend in the 
current job market" (DACT, p. 91). 

, 
The survey found thaU in general the field of theatre 

education appeared to be healthy 'and grewing, with a con-

tinuing trend to~ard greater specialization in.~urricula. 

more play production activity ~nd a continued increase in 

e'nrolU}.ent. 
, 

Despite the phenomenal 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 Li~eral Arts Drama and Theatre 

programmes at the Montrea1,CEGEP. The most controversial 

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

'}hilosophy and e~jectives of Drama and Theatre studies, the 
, 

degree of practica1 instruçtion and the type of practical 

experience considered necessary to fulfi11 the objectives of 

the programmes. A brief survey of current American philo-

sophie~ will serve to underline cemmon 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 determines the kind of 

/< 
objectives its theatre programme will pursue, claims that 

aIl the ,programmes in i t s' 'Di r ec tory 1 provide an OppO rtuni ty 

for the practical application of the humanities tJ lite and 
If !j - ' 

,learning. This claim, i-s bSfe'd on ~the assumption that if ~ 

'/ 

1 

1 
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dramatic literature is recognized as a humanisti~ study, . 

then performance, which 15 the practlcal expres~ion o'f drama, 

ought to be a vital and Integral part of such a study. If, 

it i~ argued,we appreclat~ more fully that whlch we exper~ 

ience, then an appreciatlon of the, theoretical and practical 

, aspects of th'eatre i5 a valid comp0t;te'nt of a Liberal Arts 

education. 
i" 

Modern American not~ons of a liberal education ~ave 

thei r roo t 5 in Rous seau' s educ a t içna l'doc trines whi ch 

attacke'd "the existing static formaI nature of pedag_ogy, 
9 

literature and the fine arts." Wynne suggests that the 

fact that Rousseau made "the active self the starting point 

challenged intellectualism in aIl forms" (Wynne, p. 34), 
\ 

and paved the way for John Dewey in the twentieth century. ~ 

Dewey's student-centred theories of 'education based;fn 

universal growth through active experience lent s~rt to 

notions of a broader curriculum for a wid~ range of abllity 

at aIl levels o~ educationJ 

At the college level Dewey felt that the emphasis 
! 

should b~~iaced dn the acquisition of a braad general! 

liberal, education. The subjects traditionally included in 

a liberal, arts e..ducation, such a~ Art, Music', English, Drama, , 

t'he Clas 8,,1 c 8, Hi s, t ory and Phi los op hy', had 'Ne 11 def ined sub-

ject areas and methodologies, but until the late nineteenth 

century', none of them had in;\rolved a practical dimension. ~ 

9 Wynne, p. 34. 
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The Dewey idea\r of "learping' by doing" was succeeded 

by the behaviourist theories bf Wat$on and Skinner. Pro-

fessor Richard Cour-tney points out that both schools of 

though~ are concerned le~s with the inner processes of 
, . ' 10 

development than with the form the processes take. 

Behavi9ur1st theories comb1ned with the play-production 

approach to drama studies had produced a,Drama and Theatre 

education in which, sug~ests Professor Courtney', the emphasis 

is on the sk111s associated.with the art rather than on the 

develo?~ental needs of the student. This emphasis ~n theatre 

arts ski11s 1s defended by Sawyer Falk who argues that the 

'" 
production-oriented philosopnies have been an importan~ factor 

- . 
in the growth of American programmes, and indeed of American 

theatre per se, because in many arias these programmes and 

their facilities :unction as local community ~heatres. 

Where college programmes do indeed fulfill the function ,~ 

of 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 1s 'the students', 

then "compromises are probàbly being made with audiences" 
'T 

~ , 
(Humanitfes, p. 12). When standards of performance become 

'" a concern, as they surely must if one hopes to attract an 

audiencevin an ers when competition for a~s 1s intense, 

then inevitably training in theatre skills must become a 

10 Richard Courtney, "In my Experi~nce", Drama in 
Education Annual Survey2, ed.John Hodgson\and Martin 
Banham, (London: Pitman 1973), pp.61-65. 
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priority. Academie and developmental proeesses must take 

second place to training in t~e art form, or ev en become 

total1y obscured in the f1urry of 'putting on the play'. 
\ 

Can the cultural intent and the objective of scholarly 

~esearch in a Liberal Arts educaxion be said to be ful-

filled by a programme in which "three or more featured 

productions are staged annual1y" (DACT, p. 6)1 

In planning and teacting production-oriented programmes, 

does the aroist or the educato~ have priority? If the 
1 

art1s.,t: ra.ther than the traditionally trained edueatb~' has 

the' domi~ant role then is there not a qanger of " too mueh 

emphasis upon speeialized skiiis which do not easily fuifiii 

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

Association 

mas t fields 

suggestst that '~'ecialization has increased in 

until the lines (between professional and liberal 

training have become 50 blurred that distinctions no longer 

seem so obvious or important" (Rumanities, p. Il) & 

The basic issue. - whether theatre should serve the 

pum'ani t ies or whet her i t Should stand alone - is uni versaI 

,in 1ts application'to higher education, and the problems are 

nct unique to American programmes: The role of Drama and 
-\ 

Theatre in higher education has been a caus~ of somé concern 

and much debate among British educators in recent years.-< 

The movement toward curricula,theatre began much Iater 

in Britain than in the United States. Unti~ World War II, 

and even later, the theatre and its professiona! 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 Granville-Barker, producer, actor, drama­
/ 

tist and critic, speaking' on 'The Use of Drama'. at 

Princeton University in 1944, stated that: 

(' ,~r 

[A]lthough the Arts in: generai havé during 
the past fifty years become more and more 
a public concern •• , we have hard1y yet 
freed ourselves in ~gland from our crooked 
Puritan attiboude toward the ,drama ••• We 
have ostracized the drama and the theatre 
which harbo~rs it as the antechamber ta 
Hell. Thai lent it specious attractiveness 
and the unwholesome flavour of forbidden 
fruit.ll 

':_-" 
Granville-Barker maintained that Drama had a patentia1ly 

important role in contemporary education as~a means of 
.. 

cultivating the " sat isfying art of se1f-expression ll ~ ... 
(Granvi11e-Barker, p. 19). He saw two sorts of student of 

the drama, the 'devotional' and the 'detached'. The devo-

tional student was the would-be professional, theatre persan, 
."JI' . 

who would, he felt; be found only in the professional theatre 

scheels. The detached' students. marked by their sCn'~rlY 

objectivity, wou1d be found at the universities, and would 

become the i~~ù'âience. Granville-Barker stressed the 

aeademic and developmental nature of drama studies for the 

~etached students, and was concerned that the practical 

Il ' Harley Granvi11e-Barker, The Use of Drama, (London: 
Sidgwick & Jackson, 1946), p. 20. All further references ~ 

to this wotk appear in the text. 
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• experienci involved should not develop into an obsessive 
,~ 

co~cern with petformance. "We have only ta ta~e great' 

eare that, in adolescence at least, the student should not 

1 
be lured tao far away from aIl solideF studies by this 

, , 

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

The Oxford- Drama CommiSSion,~nvestigating the place 

of Dr,ma in highér educat~on in ~45 based thei; f~ndingS 
r 

on Granville-Barker's argument, contending that: , . 
A student who i8 required to~act a part in 
a play immediately becomes interes~ed in the 

'method of presenting his part and ceases to 
let his min~ turn on the significance of the 
play as a whole • • • and anything ~n the 
nature of acting befor~ an audienc, would 
d~stroy the purpose of ,their :study .12 

\, t"3 
Despit~ the po~ularity of t'es, and similar theories, 

Br~stol Un1ver5~.y inaugu7ated its Dra~a Department in 1947, 

J.ith no British precedent ta serv~ as a" ~oidel" Professor , '. 
1 

",~ Glynne Wickham, of the Engi"'ish Departmen't at the Unoivers-

g' 

ity,' who ~s opposed to the nPopula:- ~iew6 of Drama in higher 

education, was iargel~ resp~nslble for'the ~rogramme. He 

felt that it was better to avold â direct copy of similar 
( 

prog~ammes which were already established in America and, 

, 
12 Report of the Oxford Drama ~ommi8sion. (Oxford: 

University Press, 1945Y; p.S. 

13 Falk, p.' 13. 
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appropriate ta a particuiar 
o 

"A compromise with' traditi,onal Liberal -Art(~ programmes 
l " 

:was achieved 50 that. Drama ànd The,atre became a h~brid study 
1 

which included m~re traditional areas, sucQ as'Art, So-

c:al History, as ,werl as the practical dimensions of training 

in theatre arts. 
• ,0 

The aims of the' programme were to stu~y drama as a 

living ~rojecti6n of a text and ta tack1e the ~roblems 

created by the rapid deve10pment in popular dramati-c enter-, " 

tainment. Drama was taughtjn the Fa~ulty of Arts as one 
~ i 

, , 
subject in thJee' for the general degree of the Bachelor' 

• 0 ,," 

of 'Arts. Students were required to study Drama not on1y as 
1 ~ ~ 

literatu\"e 
1 

conditions· 

but also in terms of arft, 'rch'it""ecture and social 
~ p 

of xhe theatre." In 1961, Bristol inaug~rated the 

t'ixst 'Chair of ..... Drama in the country. Today in Brit;ai~ some 

( 

seven maj~r universities 
1 ~ 

- Birmingham, Bristol, Glasgow, 

Hull, London, Exeter and Manchester -
Â 

(/ .;II" 
of~er degree programmes 

'. 1 
in Drama and Jheatre. In,otherlunive~sities drama is 

g~ining a place in 'the un~\rgraduate curriculum, and there 
~ 

ia·' a dive'rsity:of approach and a range of i~terests that 
- J • , 

.' extepda from the purely academic stud, of dramatic liter~ture 

'il 
1 

14-----
'- Glynne Wickham, "Con,,:lusion: Retrospect "and 

Prospect", in The Un1,verslty and The Theatre, ed. John 
/ 'G.ar:et ~\(LOndOn :' Allen and Und'". 1952). p. 106. 
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15 
te the, eponsership of professiona1 theatre. 

A different sort of Drama and Theatre programme deve~ope~ 
~ ~ 

i~ t~e 1950'~ in the Col~e~s of Education because of a 
1 

growing ~emand for teachers trainea 1n the areas of Develop-

mental Drama and profess1on~1 Theatre for Children. This 

movement, pioneered by Peter Slàde, Brian Way and Dorothy 

Heathcote, 'sp-r.ea-d 'rapidly to Canada and the United States , 

whe!e it was received with*enthusiasm ana had a pro~ound 

effect upon the i~eption and deve10pment of the Drama in 

Education movement ln both countries. T~day, many aritish 

Co11eges of Education in theif four-yearfdegree progràmmes 

offer drama degrees. The structure of such programmes usua11y .,. 
inc1udes the h~story of drama and theatre, critical studies, 

~ 0 

practical studies, practical work in the thestre arts and 
16 

'practical experience in Children's ThJatre • .... 
Both British and American'philosophies, which claim , 

, 
drama as one of the huwanities, have become less and less 

oriented toward th, humanist philosophies of the Re~aissance 
o 

and are more and more concerned with learn~ng for its own 

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

\ .' -
15 John Russell Brown, "Drama and Theatre Art~ in 

British Universities: Fellows, Theatres, Schemes, and 
Gestures", in Drama in Education l, Annual Surve:c, ed. 
John Hodgson and Martin Banham (London: Pitman 1972), 
Po 50. '---- ---- -- , 

16'· .' In addition to' the universities and colleges of U 

education, higher, education in Britain, currently consists 
of,: Institptes of Further Education, technical and regiona1 
colleges and polytechnics, but none of these institutions 
offers libersl arts programmes in Drama and Theatre. 

~ 
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sense of social commitment to and an awareness of the 
17 

52 

individua1 as part of society. They viewed a 1ibeta1 

education as a genera1 preparation for living ~n that society, 

v 
and recognized the need for an expsriential dimension in 

that education. Fo110wing the rationa1ist theories of 

Des~tes later Britis? philosophies held that "What-main1y 

matters is the subject studied, studied as a thing of in- . ' 

trinsic and absolute interè8t,in divorce from the saeculum 
\ 

and in dis regard of its value as a technical training or a 
18 ~ 

job winner. " Americân philosophies of Drama.and 

The-a t re, on" the other hand, "are no ~nger c'oncerned wi th 
r 
; persona! develop~nt 50 much as with the cultivation of . \ 

professional skills, even when the train1~g i8 foun~ in a 

1ibera1 arts col1ege" (Humanities, p. 12). In consequence, 

1 

American programmes have become increasingly production-

oriented. 

The dangér of\production-oriented programmes is, as 

, Gran~il1e Barker s~ggeste~ some thirty years aga, that the 

ity of the pub1ic performance becomes the measure of 

the programme. Inev;itab1y,' pedagogy and 

!7 For further treatment of this tapie see, John Rip1ey 
"Dramq and the Language Arts: The Experience of Literature and 
the Litera-ture of Experience," The Eng1ish.Quarterly 12, 
No. 3,~Fa11 (1979). , \ 

1 

18 Dr. J. D. Ri'p1ey, "University Theatre in Canada", 
McGill Daily, December 12. 1969, Sec~Supplement, The 
Review, p. 2.; hereafter cited as Univ~rsity Theatre. A11 
further references---to this work appear in the tex~. 

1 

; 
l 
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~iitual Btudy are subordlnated to the exigencies of pro-

duction; the directors and the 'stars' become alI-important, 

while the less tale/ted students do not have an equal 
1 

opportunity ta participate, and the developmental process ls 

lost as the production beeomes an end ln Itself. ,Similarly, 

developmental programmes which ignore the importance of 

textual analysis,' pedagogieal interpretation and literary 

critlcism 1ay themselves open to the charge that,a total 

emphasis on the development'of the q~alities of perception 

~nd self-expression "which are indeed of the mind, but 
19 

which !lltimately war against intellect", do not promote 

scholarship and learning, and therefore,sueh programmes 

should not be included in the cuuieula ,of institutions of 

higher education. 

Sdch extremes of practice ar~ re5~onsible in part f~r 

the susp~cion with wh~ch Dr~ma and Theatre programmes are 

-
regarded. They refleet the confusion which,exists with re-

gard ta the nature and value of liberal Arts Drama and 

Theatre studies from high schpol ta univer~ity. There is, , 

perhaps~ less confusion at the high school level where most 

educationists and adminisir~torB ~an 'understand and support 

the values and aims of Developmental Drama which, along with 

a rudimentary introduction to theàtre history and production 
\1 

19 Dr. Claude Bissell: "The University and the Arts", 
Text of a speech delivered at a conferenae on "The Arts 
and the University", Queen's University, Kingston, Ontario, 
June 1967. AIl further references to this work appear in 
the text. 

( 
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, 0 8:11lS, may contr1bute to th) psychologiCtal and c1,lltural 

g rowt h of th e 1nd 1 vid ua 1. -, l t\ is in the re,alm of higher 

education that the values and aims of Drama and Theatre 
1 

'''Ztud-te-s be-come hop e le s s l y. c dn fUB ed ,and misunde,r st ood by 

i 

administrators,.instructors and students alike who too often 

equate. Libera-l Arts prQgrammes ",ith professionai theatre 
,a, "--training. 

, ,II' 

" . 
The pos1t1ol} of the creative and perform1ng arts in 

higher education in Canada, particularly at the university 

level, 
i 

has always been, and to a great extent remains, 

controversial and insecure. Much of the concern arises 

from the fact that no one has yet defined a satisfactory, 
1 

uni.versally accepted theory of Drama and Theatre studies as 

for other branches of learning. 

Drama as 1iterature has 'a clearly defined structure. 
+. 

f 

This, and ~he fact that dramatic l~terature has a theatrical 

form has long beèn'accepted, but ~there has been a lack of 

focus within dramatic studies at the level of both the 
20 

school and the university" because there is no clear eut 
, 

structure of intent or methodology. Theories as tô the role 
} 

" of theatre in higher education range from those which suggest 
\ 

the'theatrical dimension should be subservient,to the·text, 

th~ough those which hold that theatre 1s itself a hybrid form 

which should be studied "through a variety of constructs as 

. ) 

20 Richard' Courtney, "The Discipline of Drama; Queen's 
Quart'erly,' 84; No. 2. (Summer 1977)" p. 231; hereafter 
cited as Courtney,~. AIl further refe~en~es to this 
work appear·t~ the ~ext. 

\'-
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.. 
history or design or social criticism" (Cou,rtney,~, 

p. 242), to theories wh~ch attempt ,to rationalize theatre .. 
studies as 'the mirror o'f the age' or because"it i5 'the 

l ,~ 

me e tin g p l"'e 0 f the art s', • 

The coghitive and/or affectl~e values of theatre aa an 

educational t'ool a~ controversial and difficult to prove. 

Professer Courtney disputes the frequently repeated claim 

that drama (or any of the Arts) provides merely intuitive 

knowledge, and argues that t~ significance of drama within 

the -educational context i5 that, "it provides a whole, 

human unified way of learning" (Courtney, ~., p. 24?). He 
'\ 

suggests t-hat with "an explanatçry corpus, a philosophy and 

.a mythologylt, Drama is a discipline in its own right 

(Cou-r:tney, .9...:..9..., p. 2~3). 

Canadian, universities have been slow to accept Drama 

and Theatre as a subject in lts own right wi~'hin the Arts 
• 

~ 

disciplines. Dr. Bissell suggests that universities' 

doubts about the Fine and Perfor~ing Arts arise from a notion 

of their role as servants of the state. Traditi?nally, he 

argues, universities IIhavçeen concerned with .. ' 

preparation for those pro essions' that ~ociety 

providing a 

thinks 

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

survival. These are also the professions.that sociéty 
l , 

, ~ -
rewards most conspicuously': (Bissell, p. 14). lUth' a few 

indlvidu~l exceptions, thl~ ~o~s not iriclude the artistic 

pr~fessions. University budgets for the Arts are usually ~ 

\. 
, . , 

\ 
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much lower than for ~he 8cienèes, and, except for the 

primarily arts-oriented universities, arts professora 

,rarely hold administrative positions through which they / 

can influence high-level polieies" 

Moreover, Dr. Bissell BUgg_sts, traftitionalists argue 

t ha t the "gnen thus ias tic amb i""alence" 0 f the uni versi ties 

toward the Ar,t,s has not arisen from hostility but fro~ a 

concern that the introduction of training programmes in the 
\' 

'Fine ~nd Performing Arts would weaken the role of the uni-

versity as an institution concerned primarily with s~holar-
\ 

ship, which i5 based on critical analysis, and the develop-
,-
I\_~~ , 

ment of systematic, orderly processes of ~hought. Jacques 
) 

Barzun argues that the university has beèn "the' most spacious 

of aIl rooms in the house of the intelléct,1I (Bissell, p'.2.), . 
,,) 

and emphasizes the place of the written word in the pre-

servation of that house. 

The Fine and Performing Arts which place a premium o? 

the qualities of perception are conc~ned with a constant 

search 'for experiences which are ,highly personalized and 

individual. Barzun suggests that inevitably there i8 con-

• 
flict between those who eommunicate with word~, and those 

/ 
~ho use sound, movement, colour and form as the!r method of 

communication and exprewsion: 

-, 
For many people art, ~isplacing religion, has 
become the justification for life, whether as .... 
the saving gr ace of an ugly civilization or as 
the patte~n of the only noble career. In 

, , 
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susta1n1ng th1s role, art· has pu t a preiniutn 
1 

on qualities of perception which are indeed 
of the mind, but wh1ch war against Intellect 
(Bissell, p, 2). 
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The philosoph~es which plaèed reason at the centre of 

educa~:~n, ~excessiv~ empha~1s on cause and effeet and 

the insistence on the objectivity of knowledge, have re-

sulted in a eoncern witn measurement and evaluation. Pre-

,ordinate evaluation, which "relies upon ach1evement t .. ~sts, 

performance tests and observation checklists to provide 

ev1denee that pre-specified goals were or were not achieved, 

His not u~ually sensitive to onJoing changes in program 

purpose, to un1q~e ways in which students benefit from 

. 
performing'in art 'media or from encountering artistic 

e.xpression, or to dissimilar viewpoints that people have, 
21 

<r about what 1s good or bad". 

Unfortunately, in an era of declining enrolment and 

rising inflation, 'rationales' must be found if projectsr 
" . '" 

and programmes are to bè funded. This applies mast ,parti-

cul,arly/to the Fine and Performing ,Arts, in higher educatiori 

WFi~h because of their practical dimensions, are frequently 

in confliet with the more traditional subjects, and must 

. defend" their share of funds allocated for Arts programmes. 

Despite academic conservatism and a continuing want of 

21' Robert Stake, ed., Evaluating the Arts in Education 
(Columbus'; Ohio: Charles E. Merr~ill, 1975), p. 27. 
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", ' 

financiai support, teaching of practical courses in Music, 

the Fine Arts and Theatre Arts has made slow but steady 
. 

progress in Canadian universities. In 1967 J:?r. John Ripley 
(; 

reported that credit thea~re classes were first offered by. 

Sir George Williams University, Montreal, in 1932, and that 

the Univ~rsity of Saskatchewan could boast "the first auto-

nomous Drama Department in the Commonwealth (19,48)" 

(University Theatre, p. 3), with the Universities of rA1b'oerta 

and British Columbia ranking next in national sehiority in 

this field. These three universities offered Canada's only 

Drama degree programme'S from 1948-1960. Be"tween 1960 and 

1967, however, credit instruction in theatre sPFead 

rapidly: \ 

In the past seven years Ronours or Major-degree 
programmes have been estab1isQed at Victoria, 
Calgary, Queens (Englisk 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,a1ready 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 plans to 
establish departments and degrees within the 
nex~ few yens. (University Theatre, p. 3). 

The surve~ of Canadian University Drama progra~mes 

conducted by Dr. Ripley in 1967 revealed'that)Gndergradu~te 
\ 

degrees offered three types of training: a~ Liberal Arts-

oriented B.A. in Drama and Theatre: a B.F.A. in Theatre 
, ' 

which str~ssed vocational training, and a B.Ed. in Drama, 

which aimed to prepare drama eeachers for the schools. 

" 
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~ These approaches, Dr. Ripley suggested, reflected the 

struggle between the educational philosophies of the 

countries whi~h most strongly influence Canada's culture ~ 

Gre~t Britain and the United States. 

With the exception of the B.A. studies o~ Wipdsor • 

University, the aims of the Liberal A'ts programmes, the / 

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

Ripley found~ Practical work was a feature of aIl but was 

"directed toward an' appreciation of the theatre experience, 
~ 

rather than the reproduction of it as a vocation ll (University 

Th~atre, p. 3). However, most curricula were structured ta 

permit students to continue their studies at the gradua te 

1eve1 or toi enter professional academies. 

The B.A. offered at Win~or and the B.F.A. programmes 

at the Universities of Victoria and Alberta were strongly 
\ . . 

oriented to~a~d vocational training, although Victoria Uni­

versfty a1so stressed preparation for graduate work. Until 
~ 

1967, Graduate programmes were only offered by the Univer-

The siti~s ~~~ritish Columbia, Saskatche*an and TOTontd. 

University of Toronto was, ~n 1967, the on1y university to 

provide opportunity for the M.A., the M.Phil. and the Ph.D. 

in Drama. 

A 1969 Ontario Government study indicated that out of 

thirty universities surveyed nineteen reported considerable 

dramatic,activity ranging from extra-curricular dra~a clubs 

\ 

1 
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22 
'-t'o ,programmes 1èading to professiona1 degrees. 

By 1971, a Canadian Theatre Centre survei of theatr~ 
, , 

education noted a marked increase in theatre instruction 
l , 

and a vide variety, of' subj ec t matt'er and me th~dS- of teaching 

Drama and Theatre Arts. Programmes rang,ed fro,m a "heavy . 
1 

emphasis on teehnica1 study'and play production to a 1arge1y 
23 

theoretica1 study of dramatic literature." A ,majority of 

\, , 
programmes stres~ed the general eduql.tion of students, in 

theatre, and the preparation of Creative Drama teachers for 

the elementary and seeondary schoo1s. The univeriifies, it. 
(' 

was f~lt. were taking inspiration from both the American 

university-co11ege curricu1a, and the British profess+ona1 
24' 

schoo1s. ' 

Commu~ity co11eges vere estab1ished in most provinces 

across Canada in the 1ate 'fifties and ear1y 'sixties, in 

r~sponse to the need for alternative institutions of higher 

education~ During the decade of the 'sixties, eo11eges, 

~ 
and universities, were subject to continued enrolme'nt 

pressures a~d rapid expansion, and the range of programmes 

~ffered inereased a1so. In ear1y 1968, the Canadi~n Com-a 

mission for the Community Col1eges vas established to 

22 Ontario Theatre Study Report, p. 158. 

" 23 Canadian Theatre Centre, Gcéne-Stage Canada, 
Supplement. Vol. '6, No. SA (Toronto: 1971) p. 8. 

24 Seine-Stage Canada, p. 37. 

\ 

} (\ 
,,~ 

1 
1 

;: 



. ,. 

61 

strengthen and develop junior and community college pro­
. 25 

grammes throughout Canada. A growing public interest in 

the Arts led to the aoa~ion of a wide variety of Fine and 

Performipg Arts programmés to the large1y technical and 

voea-tionai curricul-a, of the co11eges. Alberta, Quebec and 
26 

Ontario led the way 1n Drama and Tneatre prog~ammes. 

In British Columbia, five out of some eighteen colleges 

offer somè courses in Drama and Theatre Arts, lalthough there 

i8 no' authorized Department of Education policy for Liberal 
27 

Arts Drama programmes. Alberta offers a wide range of pro-
, 

grammes and courses at ten co11eges, and i~ the only province 

which report'ed plans for the expansion of its Ai,ts programmes 
28 /-

at aIl levels of education. Ontario did not r~port any 

25 
Burns, p. 93. , 

26 Ontario Theatre Study Report, p. 155. 

27' The above information for 1978-79 was obtain~d in 
response to a questionnaire sent to every provincial Ministry 

• 

of Education, and from information obtained from Statisties 
Canada, concerning Drama and Theatre programmes at the èo1lege. 
level. Replies were received from eight provinces. ' 

2~ The primary role of eo11eges ~s simi1ar to that of the 
-C E GE P, t Cl pro v ide: pre - uni ver s i t Y pro f e 5 s ion ale duc ~ t ion; 
training for semi-professiona1 and amateur artists of various 
kinds. L. W. Downey Research Ass. LX~., 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. 

( 
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29 
Liberal Art/' Drama programmes at ... the college level~ \ thr"ee 

other provinces - New Brunswick, N~va Scotia and Prince' 
'F 

Edward Island - reported that they have nd Drama programmes 
, 

at aIl in t~eir colleges.' Quebec"wfth some forty-five pub-

lic col14ges (CEGEP), of~ers Liberal Arts Drama ~d Theatre 

programmes in sixteen"of th~m. 

In Quebec ~n tHe mid-sixties, the Rioux Commission con­
~ 

, 

sidered not ooly Canadian practices and trends, but .travelle~ 

widely in order to study thase of other cauntries includin~ 
~ ... 

J b ~ 

the United States, Britain, France, Western Europe ~nd Russia. 
':/-

,. 

They consulted experts in each field' a~ considered the' 

~ " 47';. 
philosophies behind programmes in arder ta desig~ the ideal 

" 

syste~ for their own environment. ~otwithstanding close 

cultural ties with France, they took their primary inspiration 
, 

fo~ Drama and Theatre programmes from American ~olleges. 

The promotion of iOlitical-c~IJura~ awareness among 

Quebec Francophones through ,native Drama and Theatre .was of 

pa::amotint concern. l t was hoped that, as in America;' ,Drama 

and ,Theatre p~og~ammes and their attendant college facilities 

would act as ,a focus for local theatre activity in rural and 

suburban areas as weIl as offering the opportunity for the 
t-· 

practical application of the humanities to life and l~arning, 

a goa; of the liberal arts Drama and Theat~e studies in 

-----------------------
29 Drama a~d Theatre programmes in Colleges of Applied 

~ts and Technologies are career-oriented, and will be 
examined later in· this ~tudy. 
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American colleges. It was expe~~ed by. their\~founder8 tha./ 

col1ege Drama a.nd Theatre programmes would aIs :orm a ,part 

(of pre-university training for·p~tential drama t achers, 
,~ , <l, 

eithe~ in the two or thre~-year progra~mes, but such does not 
~ 30 o. 

~ener~lly appear to be' the caie. 
\ 

Although not all of the prpg-ratnmes are necessari y. 

oriented toward full-scale productions, the co~tent and 
< 

structure of the CEGEP Liberal Arts Drama and Theatre pr 
, 

grammes are based on 'American models. While the stude,nt i 
d 

required to "demonstratë some scholarly research skills" 

(DACT, p. 6), a gaod déal of practical :w~rk is"'l!"5Cpebted and 

discu·ssions with the instructors at ,the local CEGEP indicate 
1 

o 

that mest of the progr~mmes fàvour practical~ther than 

academic work': 

The philosophy and progrannne for the Li'beral Ar.ts Drama 

and Theatre studies as outline~ in the Ministry of Education 
%. 

guide, the Cahier, and the Liberal Arts programmes as prac~ 
~ 

tised by the individual English-ianguag~ CEGEP areostudied 

'in detail in the next ch~pter. 

" 
... 

...-9 
30 One student ~nlYt from the professional theatre 

progr.amme at Dawson College, i" believed ta have\ enter_ed 
the teaching profession, but no.firm statistics are avail­
able. 

î 
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c Liberal Arts Drama and Theatre programmes in the ~ive 
. ... 

English-ll:tgu'age CEGEP ;Ln Montreal theoret1cally share a 

Common background, philosophy and curriculum predetermined 
.-

by Ministry of Education p1anners •. In practice, however, 

( 

the programmes owe more ta individual interest and initiative 
0> 

~than to government po1icies. 'Theatre 560', ~he Min1stry of 

': 

Ed.u ca t ion des igna t ion for pr,.e-uni vers i ty Dr ama and Thea t r e 

Liberal Arts programmes, made its first appearance in the 
, .1 

1967 curriculum guide fRr ~rancophone CEGEP, and the ifrogramme 
} If' 

,of studie's seems to have been creafed by teachers ot; French 
l 

l ' 
1it~rature who had some background in Dtama and Theatr~" 

either at the'Universiti~s 
, } 

of Montreal 'and Laval, or the 
1 

\ colleges classiques. Initially, the pro,gramme~ consisted. of 

four courses whic'h treated the 'history of dramatic 1iterature 

from fnC1eut to modern times. 

The outline for Theatre 560 a~pears in the annual Ministry 

of Education 
2 

coll'sial .. 

" pu6~ication, the Cahiers de l'enseignement 

Each course la identified ~y ~ code number 
. " 

con-

sisting of eight numerals, the first three of which identify 

~. thf section or discipline, t'he middle three the content of 

the course 1 and the last two numerals the year in which th~ 

" 

May 

1· 

1 perso~ interview with M. Ci'e'ment Pare', Montreal" 
10, 197f.a f 

• 

2 Ministry of ~ducation, Cahiers de l'enseignement 
collé'gia1, 2 vols. (Quebec: 1980) The section on Arts 
and Letters ia contained~n Volu~e II, hereafter cited 
as Cahier. All further refer~nces ta this work appear 

"in the texte 

.n. 
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1 

course was established. The three numerals following the 

course title indicate the number of hours to be spent weekly 

in cl'ss in~~ructi~n, latoratorr.work and preparation. 

The 1978~CahieL described Theatre 560 thus: 

560-101-67 Esthétique ThéRtra1e l 3-0-6 
560-301-67 Esthétique Thé~tra1e II 3/0-6 
560-202-67 La Réfor..me Moderne du 

Théhre- 3-0-6 
560-402-67 Grandes 

\ 

3-0~6 , .... Les Int~rpretes 

560-103-70 Thé~tre l ,\ 2-4-2 
560-2'03-70 ThèS t re II 2-4-2 
560-303-70 Thé.âtre 'PI '1.-4-2 
560-403-70 

1 ,. 

IV 2-4-2 T,ea t re 

'! 
The out1ine indicates that of the e~ght cou~s~s wh!ch 

made ~p thi~ concentiation, four were estab1ished iri 1967 and 

the remainder-in 1970. Four of the' courses required n1. 

1aboratory work or its equiva1ent, and were made up of three 
\ 

hours of c1ass time and six hours of student preparation. 
~ ,'" . 
The four courses requ!ri~g laboratory work were planned to . 
include, on a weekly b~sis, two hours instruct1on~ fôur hours 

\ 

laboratory time and ~wo hou~s of student preparation. These 

C our s'es had not changed' by 1979 and ther'e were 'no immed1a te 

plans for the revision of thia programme, although one important. 
'" --;-~ \ 

cha~ge (see be1ow) was planned fot the 1980-81 academic year. ' -

The original program~e, which consisted of ,the Esthétique 

Th6~tra1e, l and II, La Réforme Moderne du Th'Atre and Les 
." 

Grandeflnterprètes, was initial1y based on Liberal Arts studies 
, . 

in' dramat1c literature as found in the colleges classiques, 

and involved no practical work. Esthétique Th'âtrale l and II 

\ 
\ 1'- - . .. 

( 1 
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'" were comprised of a atudy of the psycholpgical, social and 
/ 

technical aspects of the te.:x:ts in the dramatic evolutiç,t\ of 

the following writers: 

Part 1; Aeschyl~s, Sophocles, Arnou~, Gr~ban, 
Goldoni, Corneille, Racine, Molière, 
Marivaux, Beaumarchais and Shakespeare. 3 

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

\ 1 

La Riforme Moderne du Th'&tre and Les Grandes Inferpr~tei 

comprised a-theoretical approach to moder~ theatre_through -
research into the work of such dire~tors as Cop~au, Jouvet, 

\ 

Dullin, Ba~y, Pito~ff and Villar. The courses !ncluded a 

·study of the role played by celebrate~ actors and actresses 

such as Diderot, ~oquelin~, Bernhardt, Crai~, Stanislavski, 

Jouvet",,:" Villar and Barrault in the evolutiotl of modern drama. 

In 1970, a practical dimension was added with the in· 
1 

clu~ion of the theatre history courses, Theatre I-IV, which 

'offered'both theory ~nd practice. The Cahfer outlines these 

courses as follows: 

'l'heatre 1. 

... 

Greek and Latin per~od; Diderot, 
Craig and Antoine. , 

Laboratory: Speech and ,Inter-
. pretation, and Scenery Through 

the Ages. '" 

i~.(~ 
3 This ection of the côurse was dropped from the 

1980-81 ~C~a~~r in an attempt to equalize the total workload 
and credit in Theatre 560 with other Arts programmes. In 
all other r the course outlines are unchanged from 
previous 

,I 
( 

• 

. ~ 
,~ 
. .' 



(Î 

• 

-
\ 

.. 

Theatre II. Middle Ages through Renaissance; 
Stanislavski. 

68 

Laboratory: Movement and Interp­
retation, 

Sets and costumes; design and 
construction.".! . 

Theatre III. Classicism in France; Villar, 
'Barrault antl Grotowski. 

La b 0 r' a t 0 r y, : :rAb pro vis a t ion and 
,Interpretafion; Production and 

Sta,ge Mana~ement . 
• 

The Cahier stresses that the courses numbered 103-403 

should constitute a'preparatory programme for university 

studies in literature, cinema and tgeatre. The student 1s 
. , . 

Jn~ended to acquir~.a comprehensive understanding of drama 
.. 

and' theatre through intellectual analy'sis and pr'actieal 
, , 

experienc~. "En 'consequence ils doivent donner ,à l'étudiant, 
-, 

en ~n Idps de temps relati~e~ent court,.~ne perception'i la 
, , " v., .1", ' 

fois gl'obale et pratiq~e de l' experience théatr'ale"\ 

(Cahier, p. 2~561). the Cahier emph~sizes ~he importance ~f • 

practical experiences in these programmes even though 

D'un part, on -ne saurait envisager 
d'offrir aux étudiants la partie pratique de 

l , 

chacun de ces cours sans dlsRoser de l'equip-
~ent qu'on fetrouve habituel~ement dans une 
école professionnelle, car ces laboratoires 
initient aux techniques d'interpr~tation et 
de production, et d'autre -part, -on ne saurait 
séparer la partie théorique de ces cours de la 
partie laboratoire sans risquer de ne donner 
qu'uné vue partielle de la r~alitie et 
d'ignorer l'objectif principal. (Cahier,', 
p. 2-561) 

A nO,t e 0 f caution, reminisc ent 0 f Granvil1e-Bat'ket'. 18 

sounded in the reminder that "il est essentiel, pour . 
, , 

. \ 

, 

.' 
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atteindre l'objectif dé c~acun des cours, que la partie 
• q 

laboratoire ne constitue pas une fin en soi, mais plutôt 

une illustration pratique des théories et des techniques 

1 ' exposees dansla partie theorique du cours " (Cahier» 

p. 2-'561) 

These outlines are of course designed prlmarily for 

Francophone students, and Eriglish-language CEGEP instructors 

~re expected to-adapt the suggested programmes to meet the' 
1 

needs of their particular clientele. 
., 

Otiginally, the eight 

courses were intended to provide a broad general survey of 

the whole corpus of Drama. 
, 1 -
,Considering the body of work to 

.. 
be covered the study could not .be more than superficial. 

However. the decision ln 1980, by government planning depart-
1 
l , 

, 1 

ments, to equallze Theatre 560 with ,other Arts programmes by 
, 'r ~ 

~imp~y dropping Esthétique: Théitrale l (see p. 67) does 

no~hing to imprpve, the superfic la1 approach. The government' s 

de..c.ision has, in faet, ereated additiona·l areas of concern 

since lt would ap~ear that either a whole body of Drama -from 

-~eschylus to Shakespeare will ei ther ,be completely 19nored, . , 
\ 

or tha,t ·a survey of ,'the~entire corpus of Drama "will bec'ome' 

even more Buperficial. 
( 

As outlined, the courses are sharply divided into a 

theoretical ~tudy ~f dramatii literature and a practical 

• study of, theatre hi~tory, both of which sre chronologieal and 

traditions1 in approach. There seems to be little relationship 

/ 
.. t 

• 
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/ 
between theoretical and practical work ~eBpite the pro-

" 
fessed inten~ion stated by the authors of the Cahier. There 

iB litt1e indication of how the courses relate to one another, 

or how much and what kind of practical work ii expected. As 
• 

set out in the 1980-81 Cahier it wou1d appear th~t the . 
courses are intended to be given in the fol1owing sequence: 

Semester /1 ,'" Theatre l 
La Réforme du Moderne Théâtre 

Semester II Thê8tre Il 
Esthétique Théâtrale (old Part II) 

Semester III Th~"t re III 
Les Grandes Interprètes + 

Se11lester IV 

The decision ta drop a course-without rethinking the 

programme as a whole repeats earlier government planning 

methods. In 1970, whe~ the Cahier took account of new 

trends in Drama and Theatre teaching' the~core of the pro-

-gramme se~ms not to have been rethought, The pra~tical 
t1. 

theatre courses were simply added t~, the èxisting programme; 

and the general vagueness of the outline of studies left the 

programme w~de open to individusl interpretation. 

In April 1975, after several y~ars of ad hoc experi­
~, 

mentation vith t~e Theatre 560 programmes, M. Cl'ment Paré 

instituted a provinc~-wide'committee to assees p%ogress, 

coordinate th~-~ of the individual CEGEP and plan future 

1 

0, 

.. 

, 1 
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\\ 4 
directions. This Programme Committee found that few 

colleges followed the o~tline in the Cahier. Only the most 

genersl objectives were attempted in the practical work. 

And there was np communication between partic1pating col-
5 

leges. In June 1975, the full Programme Committei met and, 

set out its objectives for 1975~76; namely that the courses 

and progjammes currentl~ designated 560 and 561 (the pro-

l 1, 0. ! 

fessionsl programme) should be completely revise~,' and 

that a ~rovincial system of information concerning theatre 

acti,ity and programmes should be initiated immediately 

(P. C. Re'port, p. 4). 

The ~rogr&mme Committee !econvened in ,the Fall df i975, 

but made little headway with the proposed course revision~. ~ 
l' ., 

In May 1976, it'reported to M. Paré rhat its immediate·ob-

" jectives had been altered. Priority would be given to the , 
study and re'vision of professional theatr'e programmes, and 

~ if' 

aIl other matters would be tabled untl1 this was completed 

,(P. C. Rep9rt, p. 4). In April 1978,],-. Claude Grisé stated 

that the Committee ha~~o plans for the-study and revision, 

I!J -
of Theatre 560, and that lt was working on the ,Implementation \ 

4 The findings of, the ComJté de 
de l'En8eignem~nt du Th~ltre wi~l be 
study. HerJeafter referred te as the 

\ 'q 

\ 
\ 

Coerd l;pa t ion 'provl ne. :1,8'1 
treatéd later in th\ts 

• ~rogramme Committee. 

, 5 M. Cla~de Gris~, Provincial Coordinat or of the 
Professional Theatre programm'es, "Rapport des Activite's du 
Comité de Coordination Provincial de L'Enseignement du 
Théa t re", Au,gus t 1976, CEGEP Bour gchemin, St. Hyac Int he, 
Quebec. Here~fter cited a8 the P. C. Report. All further 
references to this 'work appear in the texte 

" 

\ 
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6 
ot the revised professiona1 programmes. 

Between 1967 and ,1980, with only the vaguest of guid-

ance f,rom the Mini'stry of Education, and 1itt1e contact w'ith 

~ each other'or the1r Francophone counterpart8, Anglophone 

CEGEP Theatre pro~rammes in the Liberal Arts seçtor developed 

in a highly idiosyncratic fashion. Each programme bears the 

imprint of the in~~~al instructor's personality, idea. and" 

/ interests, 'and course content ref1ects 1ess Ministry directives 

than instructors' biases. 

) The Dawson pre-university courses in Drama and Theatre 

we(e begun in 1969, with Professor Bertrand Henry and Mr. 
7 

Victor Knight as founding co-chairmen. For the first two 

years ~he Department, with a facu1ty of four, was housed 

somewhat pr~cariously since renovation of the building de-

signed to accommodate it was not completed when the Co1lege 
::, 

opened "'$.1:", t!te o'rigina1 campus on Se1by Street. Locat:fons 

were changed frequent1y and c1asse's were conduct.ed .·to the 

6 Pers~na1 interview with M. Claude Gris~, CEGEP 
Bourgchemin, April 28, 1978. Persona1 interviews in 
November 1980 with,the CEGEP Dra~a and Theatre instructots 
revea1~d that there are .still no plans for the study and 
revision of Theatre 560. The cnly change in 13 year~ is 
that one cdurse was cut in the 1980-81 academic year 
(see p. 67). ~ 

7 Prof essor Henry graduated from Boston' University 
with an M.F.A. and a B.Ed. before moving to Montreal where 
he is invo1ved in acting and direct1ng for local theatre, 
radio and te1evision. Mr. Knight ~eceived bis training in 
London, Eng1and, at the Centrà1 Sch~ol Q~ Speec~' and Drama, 
and he 1e wel1-known in professiona1 tbeatre in Montreal. 

" 
\ 

& 
; 
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\, 

sound of workmen's too1s. In 1971, the Department settled 

at the recently acquired campus on Viger Street, where the, 

old auditorium vas remode11ed into a theatre with dressing 

rooms, a werkshop and offices for the staff. Unfortunatèly, 

these premises could not be used for public performances 

because of fire regu1ations, and in the scheo1 year 1972-73, 

~e Dome Theatre was acquired by the'Co1lege to hou se the 
J 

Drama Department. 

Vanier College, the second oldest Anglophone CEGEP, 

has offered Creative Arts courses in Drama and ,Theatre for 
l ' 

tvo-yea~ pre-universi~y students sinee its opening in 1970. 

The 'Theatre Dep~rtment', as The~tre 560 i5 calied, oecupie~ 
, ~ 

the o~iginal space a1lotted to it in 1970, and fev changes 

have been made to the existing facilities (described 1aLeT 

in thls cha~ter). Until 1977, the faculty co~ted of 

four instructors but, in spite of a consistent increase in 

enro1ment, for econ?mic reasons the Admini5~~atfon reduced 
/"' 

the facu1ty t-O-.,two members for the 1977-78' acadelliic - year. 

Since 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
vers±ty of S~skatchevan, Saskatoon, and received her 
pr~fessional tra~ning at Studio '68, London, ~ngla~d, 
and the N.P.B. Actors' Workshop, Montreal. Ms. Spry is 
currently involved in teaching and playwriting. Mr. 
Sitahal graduated vith a B.A.CHons.) English, from the 
University of'Br1stol and obtained a Diploma in Theatre 
Art,. from the University o'f Manchester before moving to 
Montreal where he now teachea, wri~es, acts and directs 
for local and natronal stage and television. r 

( 
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". , 
- has experienced some unsettling periods sinee tts conversion, 

to a ,CEGEP, .and collisions between administration and faeulty 
, ~ 

have evoked disruptio.ns and a rather low mO"rale amongst the 
-êr 

, staff. 

,The Theatre Department hopes that a n~w ,Coo!dinator for 

the Arts programmes i~ the 197~-80 aeademie year will solve 

li 

some of the problems. In 19-11, the College plans to hire 

two more part-time teachers for the Drama and Theatre pro-, 

gramme, one of whom will be a Technieal teaeher; and the 

De~artment has been promised new floors and improvements to 
10 

1 
the ventilating system in the ~heatre space. 

At John Abbott Col1ege the pre-university programme-in 
. 

Drama and Theatre started in 1971, when the College first 

opened. Mr) Stan Mallough, the Founding Chairman of the 

Department, offered the first courses in D'rama and' Theatre 

to some thirty students, on the main camp~s. using regular 

11 c1assrooms and the auditorium stage. The following year 

9 15taff an~ students attributed their problems to 
negative administrative attitudes which have resulted in 
a lack of support for the programme and continuaI eut- , 
backs in the budget. The atmosphere was one of militancy, 
suspicion an~ distrust. 

10 1elephone interview with Ms •. Spry~ Montreal, 
.. ' 

November 7 't 1980. ' 

Il Mr~ Stan Mallough graduated from the University 
of Saska t chewan wi th aB. A: in English and Drama. Follow­
ing two years at the Royal Academy of Dramatic Art'!n 
England~J he worked as a professional actor in Lond6t. 
Since his return to Canada he has worked as a teacher, 
acto! and director in local theatre and vith the National 
Film Board. 

\ 
1 

, 
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the faeulty wa, increased by two Instruc~ors for sbme fifty-

seven students. The Kirkland Campus, acquired the following 

year, became the headquarters for the Department and the 

Professionsl Theatre programme. The Liberal Arts courses, 
r , 

however, continued to use the main campus faei1ities. 

Earolment in the Liberal Arts programme dropped considerably 

when t,he Professional 'programme began" but recovered in 

succeeding years. (See Table 1, p, 76) 
, , 

The late Margery Langshur, Academie Dean st Champlai~ __ _ 

Cè11ege was responsible for the inception of the Drama and 

Theatre programme in ,1973, Mr. Bryan Doubt was hired ~y. 

Dean Langshur in 1973 for the English,Department as a full-

time instructor to teach half-ti~e in Eng1ish aFd half-time 

" 
-.... 12 

in a new T~eatre irogr~mme which he was·to inaug~rate •• 

From its lnception the Drama and Theatre' programme has had 

the use of fairly good theatre faci1ities centra11y 10cated 

in the main building of the campus. Fifteen students were 
. , 

gi ven an int rodue tory t hea t re ~'ourse dur ing one three-hou r 

bloe~r a wèek for one semester. Owing to enth'usiastic L il( 

) 

12 

i 
c'}ntinued p. 77 

(,~-Mr.·Bryan ~oubt obtained his B.A. Honours English 
degree at Loyola College. Montreal and' his M.A. ,Drama degree 
at 'Carleton University, Ottowa. 11r. Doubt' s post-gTaduate 
~ork has taken hlm tq Brazil a~d'Etigland, where he'studled 
at the Laban Centre for Music and Dance in London, 1979-80. 
ln addition,to. his ,teachin8, Mr. Doubt is 'Àctive locally as 
an actor, dancer and direct or in television, films and the 

, theatre. 
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TABLE 1 

LIBERAL ARTS TliEATRE PROGRAMME ENROLMENT 
~ 

Academic Year '70 
1 '71 
J - - - - -- -

) 
COLLEGE: 

Dawson / -Ir~ 
.e 

-~-_.'- -
John Abbott ' -

{ ( 

. - - - - - -
~ 

Champlain -
~ 

Vanier 60 
-

0 .... 
O' 

1 
1 

~--' 
. <, 1 

Mar_iano~o11s~. ' -

('r .... ---............ 

i 

' 71 
' 72 

r- -- --

-Ir 

-----

~o 
, 

- - - -'. 

-

136 

" 

-
1 
i 
j 

... 
-- -

' 72 '73 '74 ' 7 5 ' 76 r 
'73 '74 '75 ' 76 '77.Jt 

------- ---- ~ ------ ------ -------- -----

jJJ 

* * .* 52 51 
- -- -- f--------

57 21 - 53 37 66 
(Prof es-
si~na1 

~ Course 
began) 

-- ---- ----------_. - r---..- -. 
- 18 * * -

114 191 12·8 137 

1 

220 

. 1 

". 

0 

i -:. 18 20 40 51 
1 

, 
'77-'J8 
~.lY. --..,. 

--

59 
- ---

'43 

) 

.-
18 

120 
(Staff. 
and Pro-
gramme 
eut 
B.ack) 

1 i' 
44 

1 
" 

-..........-- - 0 • 

9 

'78 '79 
'79 '80 

43 - 75 • 

45 50 

'\ 

" -- .-

20 .20 

100 118 . 

44 44 

N.B. The drop in enrolment paralleled general decline in student enrolment in the 
maj ority.- of the CEGEP. '" 

, ... 

KEY: - No courses offered. * F~gure not available • 
-Source: Information obta1ned thro.ugh correspondence with each college; 
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student response a second section was offered and the time 

block vas extended to six hours for e~ch section. This 

ext~nsion 1ed to ~ome contro~ersy in the English Department~ 

because the students were using aIl of their elective time 

~lots for Drama and Theatre courses, and competition for 

students as weIl as for funds was keen. 

Mar~opoliS College offers only two-year pr'e-univers1ty 

programmes, and is strongly oriented toward the Sciences; 

but it doe~ offer Li~èrature and Creative Arts programmes 

a1so. Mr. Victor Garaway, w_ho initiated ,the Drama _and Theatre 

" 0 .. 
programme, 18 the only instructor' for,' Theatte 560, and in 

addition he teaches some of the courses in dramatic l~tera-
13 

ture offered by the English Department. The DT ama and . , 

Theatre programme had its _!neeption in 1,973, as a one-

semester co~rse with an enrolment of eight students. In 

January~!974, the-course was repeated for a furthe~ ten 

students who had completed the initial programme. 'The~tre' 

18 now a' sequential four-semester programme " The facilities, 
~ 

'" 
~tt1~ the described Iater, are poor and have changed since 

f , 
p'rogramme began. 

, The pre-un1v~~s~ty an~. Drama and T~eatre programme w~s 

offered when each<~fc(ollege, with the ~exception of Champlain, t 
i .... 

, 13 Mr. Victor Garaway took a B.A. degree in Eng-i.1sh, 
Speech aQd Drama at the University of Natal, fo11owed by 

." teacher-training in England. He then spent (sev~ral year~ 
as a' prof esslonal performer in S.pain, Europe and the Uni i"ed 
States before resuming his academic career. 

J. " 

A, 
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. first opened. At Dawson, John Abbott, Champlain and 

Marianopolis Colleges the i?structor in charge of the 

department or programme in 1979-ap was responsible for its 

founding~ Whi~ aIl the programmes grew and changed between 

1967 and 198Q, tbose at Dawson and John Abbott altered most . 
.' \ 

~n theDry their original programmes were offered as Liberal 
, Cl 

Arts etudies, bui i~ practice, the programmes were intended • 
• Q 

as 'rofessional the~tre training from their inceptlon. When 

the colleges received Government permission to offer pro-

fè8s1o~~~ theatre programmes, the Liberal Arts programmes 

~ere establislied a5-~eparate programmatic units: 

Enrolment appears to have stabilised at ali fiv~ 

CEGEP (see Table l, 'p;" 76). Course offerings cohld be ln-

ICjeased if budgets permitted. The 'special Rroblems posed 

by practical classes require that instruct~s limit enrol-
, , . . \ 

ment to fifteen to twent'y stu'dents, and demand, conrsistently 
1 

exceeds the number of places available. Mr. Garaway, for 

example~ in 1979 was obliged to refuse some thirty appli-
\ 

cants. 

Budgeting la a perenni~l problem. AlI of-the in-

structors stres8~d the unne~essary amo~nt of time and 

energy sp,ent, and ,the frustr~tion é'xperienced as a result 

of inad~quate fundirtg. Little hope of further expansion 

ia a'pperen~. 
o 

J;ack 0 f. ~ac1li ties, too, was and~n t 1nu~s to be, 8'" 

pr~ssing problem. 

~ 

\ 

The Dra.a Departmen~s at John Abbott and 

... 
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Dawson Colleges include ;heatre 560 and Theatre 561, thè 

profes~1onal p~ogiamm~. In both colleges T~eatre 561 has\ 

prior claim to the avai1able faci1ities. Dawson Theatre 
• 

" " 
560 students have limited access to ,the, theatre f~ci1ities. 

'" 
Ap~roximately one third of their p~actica1 pr~gra~me is 

'done at the Dome Theatre, and the remainder in c1assrooms 
\ 

at' the Rich1ieu CampuS" (see ch. 5). Unti1 the 1980-81 

- , 
acad~~ie year, the John Abbott Libeja1 Arts students had • 

, . 
no access at aIl to the Professional programme, which was 

housed at the Kirk1and Campus. With the 9pening of the new 

theatre facilities on the main campus in September 1980 

(see ch. 5), the pre-university students now have 8ccess, 

.of ,8 1imited nature since construction i8 not yet complete, 
, 

to the Professional programme facilities. 
, , 
'. 

The VanieD St. Croix Campus consists of several ver~ 

large, and ~Z N~rtb'American sta~dards, îairly Old~bu{ld-
-, 

ings. Attempts, not always 5uccessfu~ have been made to 
o' ~ 

brighten and modernise the in~erior. The area asslgned' to 

the Theatre Depa!tme~t 15 par~ieu\ar1y depresslng. The 

'office~,.èhared by the two'members o~ the theatre staff, 

consists 

, in which 

- . 
~·an inadequately walled-off section of corridor 

it is impossible to hear oneself spaak because of . . 
student traffie in the main corridor. Furnished in make-

shif~ fashion with cardboard boxes in lieu of filing 

cabinets, it also contains theatre furniture and equipment ' 

which can~ot be accommodated in the storage room opposite •. 
• 1 

s. 

.' \ 

• 
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.,AI 
The 9mall corridor b~tween the two rooms ~eading to the;larg~ 

classroom/stud~o-tlleatre at the b~ck of ,the enclosure 18 fuli 

of f~ats, a~tic~es of furniture and stage properties. , 
&ome improvements were made in the 1979-80 academic 

~. 'J- , 
yeai, however. A'new 1ighting board was pu~chased; the 

budget was increased sufficiently to allow ~or the services . \ , 
of a ~tudent technician who worka on a regular basis for 

" 

both the studio arid'màinstage productions; ~nd the Admini­
<b-

atration ag~eed ta repair, redecorat~ and.general1y improve 
\ 

the working environment. The studiO~theatre, whic~ doubles 
• . \ 

as a c1asstoom, and which is used for aIl deEartmenta1 

ae t i vi t ies, i Si laT g e and a 'good wor'king s pae e, ma rred only 

by two massive pillars, which challenge the ingenuity of 

staff and stud~nts alike dUTing productions. 

Champ~ain has the best and Most modern facilities. The 
, 

raked auâitorium seats 400 and needs only a 1ittle work to 

make it a first-class theatre facility. The open stage and 

backstage area has 6ufficient~spacef for scene shops and .. 
1 ~ 

,dressing rooms. Th~e are no rehearsal spaces, 8cene 8hop~ 
. 

or wardrobe facilities, but the campus boasts what Mr. Doubt 
14 

- r-ates as "one of the finest dance studios in the country," 

with an excellent f10or, mirrors an'd sound system. 1 The' 

Administration 18 very anxious'that a11 these facilities 
~ 

should be used more ~reqUent1Y~ the C~11ege and the commun-

ity. 

14 Personal interview with Mr. Bryan Dou'bt, Champla'in 
College, October S, 1977: 

" 

.> 
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ln contras t, Mariano-pôlls Co Ile ge., i s the 1 eas t well- ..-A 

l'.. 1." 

e q u 1 P P e'd, t 0 0 f fer a t li e a t.or e pro gr a mm e • 
, 

The" only spac e 

avallable for laboratory wotk ls a chapel whi~h, although 

beautiful, leaves much to b& deslred as a classroom ~nd 

production area. While the albar can ~e ~oved, pews are 

set at right-angles ~o th~ chancel and parailei to the 
~ ~ ,.~I:.~ 

centre aisle~ On the ground-f1oor ofdthe bulldina ~ ~ery 
.. 

small au~itorium boasts's six-foot s~uare st~ge which pro­

vldei-~ very limited area ~or practical work, mosi of wh!ch , 

is done in a regular classroom. A recently acquired light-

ing board has, howeyer, added another dimension to practical 

classes and productions. 

Library facilities and ease.of access to the available 
Cl ., 

material varies con~iderabry from college to college. 

, Because of the multi-Fâ-inpus situation at Dawson and JoQ.n 

Abbott, preci~e statistical information with regard to lib-

rary holdings is d if flcul t to obt ain. At Dawson College., 

1 
the main Drama and 'Theatre coll,ection is housed, at Vi$er 

Camp'us, on the opposite J'side of th~ city from the D~ama . 

Department. There, library holdings co~sist of so~e 2~,ooo 

volumes, of which appToximttely 309 have to do wi~h The~tre 

as distinct from dramatic literatUre; Up-dated new. relei~es 

on r e c e n1: a c q u ,i s i t ion s are ci r cul a t e d reg u la r 1 y, and the r e i s 

an ff f icien tinter-campus loan service available. ' 

·Unti1 1980, a s~milar situation existed at J~hn Abbott , 
- \ 

Colleg~ where the main stock·of Drame and Theat~e mat_rial 

/ 
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.r 

wa~ at the Kirkland Campus . The Liberal Arts Drama and 

theatre stude~ts, housed at the main campus, only had' , 1 

. 
e2 

'" access.to this mater~~l through ~n inter-library loan s~r-

:vice. 
, f 

Total holdings on Theatre àre in the region of 

Il,000 v~lumes, of which ~bo~t 1,800 are Drama and Theatre 
15 

texts, 'including plays and critical works. 

t; script holdings, the llbrary ls weIl equipped w~th 

cassettes, slides and film strips for the Drama Dep~rtment.~ 

At Vanier College the Theatre' collection co'nsists of 

some 050 volumes ou~ of an approxima~e total of 80,900 

. " 
holdings. The Drama and Theatre instructors feel that the 

\ . 

material i's sufficient for their needs, and that the annual 
16 

budget for new materia1 in their section i5 good. While 

no statisticg are available with'regard to the library hold­
'\, \ 

inga at Champlain College, Mr. Doubt praised the materials 
\ 

available, and said that in ~his respect the budget is 

" 
excellent, and th~ librarian is continaully adding to an. :=.---

> 17 
alread~ we}l-stocked drama sect~on. At Marianopolis 

College, librar~ holdings and pedagogieal materi~l for the 

Drama and Theatre p~ogramme are almost non-existent in a 

,1\ \' t 
,~ 

,15 The librarlan noted ~hat the critical texts are 
very little used. 

16 Persona1 interview with M~ Lib sp~y, Vanier 
College, September 3Ô, 1977. 

17 -Personal interview with Mr. DO\lbJ, Champlain 
Col1ege, Oetober ~, 1977. 
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.. 18 
facility which contains more than 40,000 vol~mes. 

1 
~o what extent the facilities, or lack of them, have 

influencedJthe pr~grammes ~il1 be more read11Y understood 
1 

in th~ 1 19h t 0 f ind i vidual philosoph'1 es and methodolog.ies. 

The philosophies behind Th&atré 560 differ markedly 

between 'colleges with & professional PTogramme and those 

A.ithout one. At D~wson an~ John Abbott ~he re~ponsibiiity 

for both programmes lies with the Chairman(men) of the 

Dramà D~~rt"ment. , In both collèges, the 'Theatre _Workshop', 

as Theatre 560 is kno'Wn 1,s, inevitably p'erhaps, of 'second­

ary importance. Although it receives close attention from 
, 

the Department, it 1s not ·t~ken quite so s~riously as the 

" professionài programme. It is part of the j,ob, but it i8 

no t the job. At Dawson Co llege, t h~ workshop cour s es . are / 

referred te simply as 'service courses' by the>lnstructors 

an'd in pub.J.ished materials cifculated b·y'·th~ cAl,ege.· At 

.. John Abbott, the Workshop is seen as "an opportunity for 

the kids to enjoy themselves while studying some drama and 

learning some theatre skillsj the main thing is that they 
. ,19 

shou'ld, b e happy and enj oy themsel ves in the procès s ,. " 
oP /,' 

The philosophies at Dawson and John A~bott pos~lbly 

contributed to the fac~ that no written course outl1nes ... 
, 

were available for Theatre 560 from either 'co11ege: 

18 ' , 
Personal ipterview with Mr. Garaway, Marianopolis 

C? Il e g e, ; Sep t e,m ber 2 9 ", 19 7 7 • 

19 Persona1 int'e-rvi"ew,s with Mr. 'Ma1l0u~, John 
Abbott Co11ege, September 21, 1977, a~d Novembe~ 10, 1980. 
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Information about programmes and courses cou1d be gleaned 
f 

only through interwiews with departmentai~'c.hairmen and 
f( 

co11ege administrators. 
(, 

From the inception of the programme course offeTings 
" rr 

.r' 

l 

( 

at' Dawson Co1lege adhered closely to the suggested out1ine 

l"~ the Cahier for Theatre I-IV. Between 1971-73, Theatrê 
( 

.' . 
~Practice l and II was expandeB. to include coursés in Drama-

.. 
t'urgy and Movement. An interview with Mr. Knight indica.ted 

that a speci~l course in 'Dance' had been added to the pro-
\ . 

gramme in 1975; and Voice and Speech techniques 'wer~ taught 

~y himseif in scene stud~es from ~xts used,in connection 
20 

with Theatre I-IV. 

Th~ Dawson Theatre Workshop is taught by Prpfessor 

Henry and Mr. Knight and other members of the professional 
\., 

!;>taff. In the are a s 0 f é t a ff, - t i me s p a.c e' and' fun d s, p rio r-, 

ity is given ,..-,to-the professional programme, and product}on 
, 

. experience for Worksh-op students i's very 1imited. From 

1973-76, Creative ~riting was offered by the English Depart-
\ . 

men t and' drama t ic mat erial, in the fo rm 0 f ' one-ac t play s' ., 
) . 

written by students of this course 1 was put to a practica1 
ç 

~est by the Theatre 560 students. When Creative Writing 

was withdrawn from the curriculum, studio performances by 
a 

20 Persona1 interview with Mr. Kg.ight, Dawson College, . 
April 18, 1978. 
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lo1orkshop students cèased, and pract'itai expet:ie~ce of 

dramatic 1itet:atu're ,J>ecame 1imited to c1assro'qm ~cene' , 

Some non~credit production exp er-studies noted abQve. 
( , , 

ience is available, h6wever, aince "560~ students arê 
, . '~ . ' ~ , 

free tG audition f9r m~nor parts in the professiona1 

A few 
2'1 

enthusfiast~ g'ain, practical ~Jj:perience in this way. . , , 

~erform~nces, and to work .backStag~ as we1r~ 

Although Dawson s~'ude.nts obt'ain little actual pro-

d~ction exp~r~ence, t~ey' are taught fundam~ntal theatre 

,skiL1s ~y the profésiional st~ff in the theatre plan~. 

practical work taught, tbere, . accordirtg t'o Mr., Knight, is 

85 

closely li~ked to interpretation of textual material in 

the literature and theatre ~~stori cou~s~s~ through flass-

room improvisations and sc~n~ studies. Students are 

e~~ected tp produce two written academic re,earch papers 
.. 

during the school year; one based on textual studies, and 
o ' 

.the other on some pra~tical aspect of the courses.' This 

programme 1s in ~t~iking contrast to that adopted at John 
" 

Abbott 'college"':' • 

1 
Tpe Drama and Theatre programme at John Abbott ~ollege 

appears to inclu'de a literary compotrent entitled "Drama and 

the Literary Arts ll 
t offere.d by the Eng1ish Departmeil.t. This 

21 Personal interview with rrofessor Henry, 
November 8, 19~O. 
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i\s" in th:eory, a iiour-semes,ter study of- Drama in relation.'.to' 

the stage, the novel,poetry and fil~; and i8 intended'to be 
" . 

a co-requigite of the Drama Departm~nt's Theatre Worksho~ . , \ 

I-IV. Ml'. William Surkiss revealed that in fact "Dl'ama and 
, 

the Lite,a'ry Arts'" 'is"'a' brochure outlfne 
• 1 -'-'-- - 22 

l'eSemblan/CJ.e,.to act~al .X}fse content" 

studies, the Englis~'~artment courfoes 

which bears little 

As a\programme of 

does ntt -exist 'be;cind 

its titie. The Liberal Arts Drama and Theatre programme is 
/ 

b~t solely , on the teaching of such theatre skill~ as are 

.... /necessary f oz;. tpe p'lay cho sen for eaeh semes t el' 's produc t ion. 

Academie work consists'mainly of textual study in prepAra-

tion for, performance, anq "P-ractical work begins immediate1y 

after course commencement. 

The plays for the Workshop are chosen, seemingly at 

1:: and 0 m, lb Y the in s t rue tOI' s, . w i t h lit t 1 e 0 l' no r e fer en ce· t 0 

the Cahier outline. COnfrary to Minis~ry directives, neither 

Theatre History nor a st~dy of dramatic literature fer se 
.. ,~ 

forms part of the Workshop programme; and for the most part, 

traditional academic activity consists of one written re­

search proj ect, which ma'y treat the historlcal, SO~iOl0giCal', 
:23 - ,. 

psychological or technical aspects of the production." 

J 
22' , Personal interview witb Mr\. William Surkiss, Chief 

Administrator Art and Letters, John Abbott College, April , 
19, 1978, 

23 Personal interview,with Mr, Stan Maliough, Montreal, 
November 10, 1980. 
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The programme 1s ta,ught by three inliltructors whose ' 

backgrounds and qualifications are piimarily academic,,~, 
4" ,. 

althoug~ aIl have sçme theatr, t~aining ,nd pract1cal. 

experience. Until thi mOve to the ne~ premi~es this year, 

John Abbott .Liberal Arts students, unli;ke their counteJr--
r 

'parta a~ Dawson, had very little regul,ar co~tact with the 
, f ir '" 

pr6fessional programme-teaching st~ff~ facil~tieB or 
/ 

students. Durlrig ~orkshop public pe~formances, the pro-_ 

f essionsl staf f and s tudent s mi ght help .wi th certain aspec t s 

. of the production if their schedules permitted, but their 

participation wa~ purely vo1untary and casual. Much of 

this isolatio'b. occurred because the Drama Department 's' 

headquart rs and the Liberal Arts programme were on widely 

separated campuses. When the new facilities are fully , 

6per~tional t is hoped t~at the two prog~ammes will work 

more closely together. , 
~,the'basis of information available, the total pro-

duction orientation at\John Abbott c~llege leaves much to 
" , 

b e des ire d . In mo ste a ses suc h • b 'e nef i t sas are der ive d 
; 

from performance programmes tend to favour the naturally 

'talented Drama and Theatre student" since the exigenci,es 

of public performance must encourage the 'star' system. 

Moreover, a production each semester, which immerses the " . 
studeht in practical work from 'the very beginning, 'ca? 

leave very.tfittle time for ac'ademic research, critieal 

analys1s 'or the development of the scholarly sk"'ills which 
"\ 

.. , 

1 
1 
,j 
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should be a vital part of p~e-university. preparation. The 

John Abbott Workshop do es not seem to fuIfiIl the a~ms of 
{ 

ei,ther' the Liberal Arts-Humanistic, or - Avocational para'-

digms f~r col}ege theatre departments outl~ned b~ Burnet 

'HObgOOd in nÀT (see ch. '2) •. With' its emPhasiS" on produc-/ ,r-:- ' , 
tion, and' la~king a strong li terary or academic component 1 

the John Abbott programme rather belongs t,o th~ Recreational 

category ~or which, curiously enough, the Istu'dent receives 
/ 

academic·crèdit. 
'''(j' 

If 'the John Abbott ,format exemplifies the dangers 

Inherent 1n a Liberal A~ts p'rogramme undèr the umbrellll of 

wha t i8 'es sentially a pro f ess 10nal d epartm1!Il,t, t he Dawson 
J>' 

situati~n ~erves to point the shor~~ightedness of an 

\ ,... co '" 1 Administiation whic~ expects ope smali staff to carry the 

burden of two separate and demanding programmes. Because of 

lact of staff and ~nadequate facilitl~s, the Liberal Arts 

students must depend up~n the vagar1es of the' professional 

PtO gramme for the! r, produc tion e'xperi~ce. While it may be, 

argued that work!ng vith prQfessional trainees provides the 
., 

o 

Liberal Arts students wit.h ,a uncJ.que opportunity for practical 

''ft 
theatte experienèe, a return ta the former' practice of studio 

performances would se'em to -'pf.fer a more meaningful _~xper-

'ience in drama and theatre at their own revel. 
r ,_ 

:; . 
Pre-university and votational programmes in the' CEGEP 

were ,intended to compleme~t and stimulate.each other. 

Unfortunately, this philosop~y, at least in the case of the 
'<" 

. ' 

.: .. 

\ . 
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Drama and Theatre programmes, would seem to be' diffticul t to' 

put into practice. 
,'ii.:.. • 

Inevita bly, there i s'i, conflie t. of 

inte'rests; and ~i: all levels of administration the Liberal 

Arts programmes 'take second l place to Professional Theatre 
, ~ 

. ' ,-r-'.,.. Training even at the level of government-programming. This 

'" pref erene e would sU,gg est that the goals ~nd values of Dram.a 

an~ Theatre as a Liberal Art.'s liiscipline are not understood •. 

" Liberal education yields pride af place to vocatio~al 

tra iniog. ,,--, 
\ For the benefit of a1l concerned, it would see~ highly 

dessirable that, withtn the jurisdictio~ of the Drama Depart-

ment, responsibility f·t)r the Liberal Arts Drama and Theatre 
, ~ 

pro~l;'ammes ~e allocat~d t'o a traditioi~lly-trained and 

academically-oriented instructor, rather than a theatre prb­

fessiona1, or a would.:..'be professiçnal. . With a, sma1l ,',separa~e 
, . -

staff, the' director 'of the Libera~ Ar~s programme shou1d be 
l, ' 

encouraged to define deve10pmental goals, and produce a 

planned outline 6f academic and practical work designed~to- -
• • 

meet them. If the Theatre 560/561 students.are req~ired to 
, 4-'-

s.hare some staff and faei11t1es, as would seem practical 

and desirable, Liberal Arts students shou1d have fair access 

to the facilities, 81}d to the prof-essronal· staff for' certain 

specialized practical studH~s such as Voiee and Spt;ech \tra+~-. 
ing and, produc-tion 'skill~. 

In the thr~e co'lleges in whi..ch ,there is no eonfliet Q.i" 

rinterest between professional and "liberal programmes, a very 
• \J' , 

1 
\1 

\, 

j • 

~ , ' 

j 

. . 
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d'ifferent attitude ,tc,ward Theatre 560 prevails - at least 0, 

/ . 
( as far as i~dividual instructors are concerned 

i 5 hi sor he r ' rai son 0 d ' ~ r r. e ' ' a san in s t ru c t 0 l' , l t i s, t ft e 

job, n~t ! j·Ob. AlI three' ins~r~ctorB' ar~ cbm~itted t'o the 
P 'Q 

programme of t~eir creation, a~d are Phil~soP~icall~~rien~ed 
d' ~ 

toward th'kpersQnal and art,1stic gro~th of -the individual' 

"thr'Ough a pro,gramme whieh is proees's-oriented. 

At Vaniet:: Co.,l~~ge" the specifie, aims are to p,rovide an 

opportunity for ~:{f-disCaV~ry and 'self-expression, and to . \ 

develop 0 an understanding of theatre.. person"a{ deve"lopment 

" is . seen in terms ,pf the evolution of the st.uden~' s social-
~ ~ 

• political aw'arenèss through' tlfe study of drama8 and theatre. , 
0" 

The methodology stresses the importance of gr"oup discussion 
) o \ 

, " 
and de.cision-making, -and the responsib'ility of the individual .. 
for hims eH and othe rs, 5 tuden t s· in t his' p rogtamme ~r ~ r~-~ 

,-
quired ta analyse and c'l;itie:{ze first-:their own and then 

each other' 5 person~l and artis t fc progress throughout the 
l' " .l 

, . 
four sem!ster s • This, i t is f el t, no_t only develops the 

", 

s tu den t 's a na 1 y tic a l a ni ç rit i'c a 1 ab i lit i es, b 1J t 'Q Iso 
q 

serves to'make him aw~re pf the need for const§nt evalua-
, 11 

tion. Group analysis fs .used to ftetermine the relative 

value of" effort' ~er8us 1 tal~nt', and 10 g.ive the' st;~ent 
- 'll _ / . 

.. 1 -, ,..-:-
. I1n under stand ing 0 f the d egree 0 f· ded ication and hard work 

, i~ 
[, 

professi~nai theatre requires- •. tt a1so att'empts .ta e'ncour-

"'" age 8 positive, response ~o criticism, and, ab ove aIL, to', 
It!. 

, r 

8 t rel; s the c ô m m u na l n 8 t,U r e 0 f t h ~ a t r e . 

\ 
1 

" 

,,, 

, . 

, ' 

, ' 
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Studio performances by first and second-year' students 
" l' ' 

a,t;,e an int.egrtPI part of the programme, but they are tec}{'-

, nically unpolished due 'to res~ricted budget ana facilities. 

Second-year students in their final s,mester eount more 
l' >tll .......... 

sophisticated' produet{ons" with teehnical work undertaken 
, 

.. • by students and staff. AlI performances are open to the 

college and general public. 

The programme at Vanier consists of five courses • 

which:the ~tude?ts are dvised to take sequentia11y over , 

four semesters. rses as outlined were: "Practice 

of Theatre", l'Introduc ion to Group Theat're", "Group . , 
"Theatre CreBt~ng a Pro uction", "Context of Theatre", and, 

~ .. Contempor~ry Theatre". In 1981, t~e D~par.tment hopes to 

of fer a PIBywriting course a1so. 
11 

The "Practice of Theatre ll se,eks through ,practica1 

experiènce to analyse r!lati6nships -,the relations~ip of 
1 

the student te, t..heatre and relationships within the theatre. 

Improvisations are employed to demonstrate the collective' 

nature of theatre and the ~le of hierarchy within a com-

pany. M'le "Introduction to Group Theatre" ,and "Group 
, 

Thea t re Crea ting a Pro,duc tian" cour ses combine prae t ie al 
~ -

gnd theoretical study~ Based on a study of the works of 

eontemporary writers, such as Brecht, and new 'follms- o'{ , . , ' 

thea~~~ (Street ,Theatre, Guerilla Theatre and Happenings 
. \ 

etc ~) a grpup "production is crea\ed. -The "Conte~t-..if 

Theatre" deals with the teehnical as.,pects of produc;,kjon 

. ( 

1 

Il J 
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conjunction with "Contemporary Theatre", a theoretical study 
/ 

."of p~rson:li(Fes and theatre movements and culminates in a 

workspop production. 

The programme at Champl~in C~llege remained basically 

unc~anged from l~~3- ~.5, apart from ,the ,em~loymen t 0 f a part-. 

time ~ovement teacher, and some improvements in faeilities. 

Application was made to the Government f~r the èstablisnment 

of a Fine and Creative Arts Department. In 1976, Mr. Doubt 

took a l~?ve of "absence in order to improve his, qualirica-

t ions aàd prof e.6sional Iski11s, and the programme was a110wed 
,\ , 

to lapse. ,On hi,/!l return Mr.\ Doubt was informed that no 
~ 

theatre courses wou1d be"o'ffered for the 1977 semester, but . L~ 

programme in the Winter~ ) 

, 

he would be permittedCto rebuild the 

semester beginning in January 1977. In 1978-79, when Mr. 

Doubt took,a second year off far further training~ the pro­
\. ' 

gramme was continued. and 15 now given on the basis of one 
24 

section per year. 

Champlain offers a Deve1opme'Q:tal programme "',in which 

theatre studies are directed toward the'perso~a1 èevelep-
. \ .q J ~ 

~ "' ment of the individual through explo~ation-and se1f-discovery 

• 
in an environmen't conducive te physical, mental a_nd emotional 

~ . . 
expression. Mr. Doubt makes it a practice to interview each 

~ ~ 

24_ 

College. 

-

, "'-r' . 
P~rsonal interview 

November 8,~1980. 
wltb Mr. Doubt, crbampl~in 

l\ 
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student lndividually prior to coùrse commencement in order 

to establiah rapport,' and to obtain' some notion of the 

student's background, previous exposure and level pf commit-

'ment to theatre. The b~sis of ~he p~ogramme is "an encounter'", 

first with the self and then with o~hers through techniques 

whlch explor e 'and develop sense awarene·s s, crea t 1 ve move-

m~n t and improvisait ion. 

The programme is oriented tow~rd precess net product. 

Mr. Doubt, like Granville-Barker, believes that once students 

,become invelved in mounting a production, tia~ning ?f the 

most important kind, fpr fi~st-year st~dents at least, ~ 

ce~s'es-; the production itself become's paramount.' 

The Champlain programme~ currently consists of one 

course, 'Theatre l', f~r which th're ls no pre-requisite or 

co-requisite. Spec'ific,ally the co~cern ois w»th the devel~­

ment of aIl of the senses, ann oo.ntact with and awarehess of 

eaêh .other and the physical environment. Through creative . 
movemen't the course attempts to strengthen the body and in-

crease Ha. flexibility •. Improvisation is used to stress 

the importance of working with others, to encourage the 

full use of space, and t~ develop self-expres81on~ 

The 'programme o'c.G:uples six hours a week', and includes 

t'Wo' hours of cAA-sS,time and f~ur hours of laboratory work~ 
\ 

Academie studies are based on the English Department courses 

in Drame, given by Mr. Doubt. tach year stud~nts are able 

to take one of two courses - 'Modern Drama', an introduction 

" 
" 
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to dif f e):'en t aa pec ts 0 f contempor Bry drama, 'and a 'Survey 

of Drama' from Aeschylus ta, Beckett. 'Both cours~s are 
'1 

studied in terms of theatre as weIl as literature. O-n a . ~ 
"J) , 

weekly basis, three one-hour classes m~ght include lectures, 
, 

written work, .group discussions~ improvisation or practical 

p work with scene studies. Whenever possible the students are 

taken to local professional performances •. 
, , 

After the per-

~ ,formances, (the directors and/or actors are invited to the 

col~ege to talk with the s~udents. ln addition, at least 

once during each semester, a professional guest-Iecturer 

also visits'- the college., 

The Mari~nopolis programme al~o"subs_cribes to the II/hea 

'of personal and cultural growth, but Mr. Garaway places 

somewhat stron~er emphasis upon social awareness through 
~ ~ 

group interaction and the acq~isition of self-discipline 

through a predef~ned, tightly-organ1zed programme. A 0 

-.. 
Liberal Arts Theatre programme,' Mr. Garaway argu~s" should 

1 

be a jud1cious bl"end, of academic and practical studies; and 

of aIl Montreal Anglophone programmes his most closely, 

complies with Cahier regulat10ns in course outlines and 

organ1~ation of time for academic and practical work. The 

weekly schedule for Theatre ~-IV constats of two hours class 

time for the study of theatre in the form of lectures and 

tutor~al~; four' hours practical work. is divided into -a one-' 

ho ur tutorial for Speech Techniques in groups of two, one 

hour of group movement and two hours of 1nterpretat~on. and 

1 

(, 

r 
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two h'ou'rs' per week' are, devoted to preparation of material to 

b<e- u B e d in a n y p,a r t 0 f the cou r se. 

Although Mr. GaraWa~kes 'n,o a~tempt to 'otfer a pro­

fess~onar training programme, his' courses i~clude a ~opsider-

able tethnical component ~ Speech, Movement, Interaction, 

Interpretation and the like. Possibly because of'his British 

~ra1ning, Mr. Garaway emphasizes Speech an~ Movement to a 
'1 , 

greater degree than 'do insl~ctor's in oth'er Liberal-Arts 

progrqmmes. Such'a grounding, he feels, should equip students 

to enter either a professional seho'ol or a university Dr'am'a 
i 

and Theatre progra~me. ' The..Jcad~mic content" of the 'pr,ogramme 

consists of courses in Theatre History and Drama~ic Litera-

~ure, and students are required to.submit two research papers , 

each semester, one based on textual studies and the other on 

theatre history. 

{ 

Desp i te, inadeq ua te per f ormance f acili t ie~" _ the pro gramme 

'mounts two prod~ctions a,~ear, one at the end of each semester.' 

These productions are simple sh6wcases or d~monstràtions of 

the kind of work done'by th~ students rather than full-. , , ' . ..,. 
seale productions. 

is very low-~<éy. 

Mr. Garaway's part in these performances 
i 

i, 
He feels tha't his role is that of T 

a~v.isor rat~r than that of a producer or dirrctor. Students 

are gi ven ~s 1I!uch ,opport,uni ty as poss ible f or~~~8 t-h~~,d 
experience in creating, directing, and technièa~ work. Per-

formances are open to ~h~ general,publiC. 

The Marianopolis programme is4 divided into two ar~~s: 

-, . 
}. ~J 

. ' 
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History of The~tre, as outlined in the ~ai;;r , and the 

pri\ctical st~dy ,of 'fr-ee speech' and giscipline,d m'ovement:, 

'which Mr. Garaway believes constitute "the basic require-
...J ,--

men t S for t 11 e- ace u r ~ t e in ter p r"e t a t ion and c 1 e a r und ers tan d-
j. 25 

- , 1 

iIfg of Theatre in a'll!t,~its forms." Over four semesters 

the History of Theatre courses treat the evolution of theatre 

from the Greek Classical age to modern time~. The format 
,'--- il 

of the sequentia~ courses includes class lectures, discus-

- " sions;and a study of appropriate works from eac~ period. 
;.:. 

Speech training is given in one-hour, weekly tutorials, 

and consists of "training in techniques for correct breathing 
• 

and the development of speech free from physical and psycho-
1 • 

logical impediments. Particul~r attention is paid to v~cal 

range and projection. Movement classes based on Rudolph 

von Laban' s theories, are -designeci. to develop an';' awareness .. 
of the .body through a' variety of exercis~s with the pltimate 

26 
aim of disciplined visual communication. Group interaction 

is stre~s~d throu~h activities intended ta deveio p observa~ 

tian, imagin~tion, emotional response and char~cterization • 
• 

The programmes at the five CEGEP comprise a broàd 

spectrum' of British and North Ameri<can theories and practices. 
" (t;-

~ 25 Personaf intervtews with Mr. Garaway, Marianopolis 
'College, ,~pt:ember 29, 1977, .nd Novèmber 8, 198~., 

,26 Rudolf von La~an, TVe Mastery of Movement on the 
5tage-(London: Macdonald and Evans, 1950), and Rudolf 
vo~.Laban, Principles of Dance and Movement Notation 
(London: Macdonald and Evans. ~975) 

1 
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Each bears the imprint of the persona~-philosophy of tlt e " , 
'. 

instructor. A comparison of the suggested programme in 
~'~\ 

" -

" t~e' Cahier and actual practiee, in thé CEGEjreVeals a, 

~onfusion eharacteri'stic of Liberal, Arts Drama apd Theatre 
,'; "", / 

pr',ogrammes at aIl levers of post-second'ft'y e'ducation. Un-

" 
certainty as to the rel~tive importance of theory and 

, 
practiee and imperfections and inequalities in the pro- ~ 

"l' / 
gra~mes are in a ~arge measure due to th~ !aissez-fair~ 

attitude of Government Administration to Drama and Theatre 

as a Liberfol Arts subject' Although the Department of 

Programmes adopted in ~~inc~p!e American libers! arts 

phi los 0 phi es 0 f d r a m a and {t he a t r è e du c a t ion a t the coll e g e 
Xl ' ' ...... r 1 6' 

1eve!, the' De'pB;rtment d~d not benefit from Ameriean exper­
b 

ienee and practiee in the field. In 1967, the year in whieh 

th~-CEGEP were opened, Burnet Ho~good 'descri~ed·in the first ... 

DACT five 

Reports of 

paradig~s for th~atre departments in colleges. 

t' 
the second DACT (see éh. 2 ~f this study) 

" con firm,ed these paradigms as st ill' viab l e' and, in relation 
, . 27 

inf luentirl as models." Of 
,0 

to aIl dra~a in US education, 

these fi y'e parad igms, three hear a e losè re!at·ionship t-1f 

Theatre 560: 

;' 
;' 

1 
1 

1 

\ 

27 , Burnet M. Hob!oodjl "In the 
Drama 1n Education ,Annual Survey 
and Martin Banham, (London: Pitman 
p. 58. 

, r 

., 
United States", in 
3,~ds. John Hodgson 
Publ"1shing,. 1975), 

.. 

• 

.' 
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Avocatlona1. ~tudy of theatre ls conducted 
on a 11 m 1 t e d 0 r~ sel e c t ive s't: a ~ us u a 11 y a s a 
supporting activity of an'estab ished field in 
the humanitles or arts. The p ogramme consist~ 

.pf ex'tra-curricular dt"amati'c production and a 
few courses taught in perhaps two or rhree , 
departments. Cultural values in dramatic litera­

~ ture and criticism receive/stress, sinee theatre 
is seen·as a subject whlch an educated person 
shou1d appreciate (~mPha~s added) • . 

Humanistic. The curriculum treats thê' 
chief areas of theatre ~nd drama and each student 
ia expected to undergo instructions in each area. 
Teachers are generalists and specia11~atlon 
tenqs to be discouraged. High value ls ~ttached 

~ to scholar1y or critical percegtions. Dramatic 
p rIo duc t ion s are reg u 1 a r 1 y cl 'en è ,..' on .I;i n 

"" , . extfl'a-curricular ,Éasis; osome studio productloI!.j-
. (may be co-curricu1ar (emphasis added). 4 

e • 

• '" }(ecreationa1. çThe 'mairr value of theatre ls 
th 0 u gh t t 0 0 b t a ~ n .. ~ n ex t r a - C,ll r r i cul a r "a c t 1 vit ~ es, 
p r 1 n c lt> a.,11 Y d r a mat 1 c pro duc t ion.. Fe w 0 r no 
t'heatpre ~tl'rse's are 'of"fered. TÇt.,theat-re 
prosramme ls carried on through campus club 
rel~ted to the field of humanit es or s~iences 

" ". (emphasis added). 28.-... 

" , ~. 

The CEGEP Department of Programmes sub~crihed. in.theorYJ 

to these concepts, ~ut ,Save little thought to th~:ii prac­

tica1 implementation. ,The outmoded mode1s of thè ~m(îè8es 
, . 4f" 

c1assi4ues were used to expr~ss moder9 philosoph~es, and 
. . -.J 

CE'GEP, instructo.rs were l,e'ff to interpret and -~lemen~ the 

programme, spch a5 it was. • ,. 
, By 1980, the ·result of !hi.g po1icy '~s five high1y . . 

indlvidualized programmes whiçh, based on the.~arad1gms 

28 b' 0 58 •. ,Ho good, Drama ln Educ~tion, p. 

• 1 

'~-
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above, ranged from Avocat'ional .(~h.aD!plain) througn Humanistic 

(DaW'son~ Vani;'~ and Marianopoli'~) to Semi-Recreational (J'~hn 

Ab bot t) • The philosophy a t Jolhn Abbo t t is tha t the main 

~ _~·.îl 
value of theatrê is thought to obtain in dramatic production, 

. 1 

i 
except that their programme is cur~i9ular and credited . 

. " 

While the three Humanistic-oriented programmes treat, in 
, ' 

varying. degrees. "the chief areas of theatre and drama", less .... 
than the "high value" stressed above is placed on scholarly 

and critics1 perceptions, ~nd in aIl the col1eges, the 

itudy of dramatic literature ls separate from the Drama and 

Theatre programme. On1y Dawson and Marianopolis Colleges 

structure their programmes to include academic coursès in 

dramatic' literature and tbeatre bistory and~h colleges 

adhere closely to the Ca'hier ou tline. 

The Liberal gîts concept of education proposes that 

Jh.e educated p,erson should h~ve, an understanding of seve~al 
f'ields of knowle~ge. 0 The danger 15 ~t the breadth of 

material to be covered in ant field wil~preclude intensive 

or in~epth study. The somewhat super~i~!al 'and outmoded 
" 

approach engendered by a chronologieal survey of drama, as 

advocated by the Cahier and practised by the ,CEG~P ,. would 

seem in,nee~ of immediate revision - partieularly in ~he 
i 

light of recent developments. A study of drama based on 
~.., . 

genre or themes might provide a more'searehing and meaningful 

a~proach te dramatie literature. 

, 
, 

""1> 
,\ 
1 , 

1 
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Equally outmoded is the concept which views 'drama and 

theatre as separate entities. Current the~ries ~rgue that 

theatre is the experience of p1ays in performance, and that 

the theoretical and practical aspects of theatre should form 

the 'basis for the study of dramatic 1it~rature. , Contrary to . ' 

current theory the CEG,;EP eon tinue to of t'er art iOf ie :1..al1y 

compartmenta1ized programmes. The study of dramatic 

1ite~a~e ~s considered an academic pur suit with clearly 

defined 1iterary and seho1arly goals, wh1ch do not require 

a practical component . .. 
~ -ri 

The study of theatre is committed 

~o the notion of per5~nal development through praetical 

experience in the theatre arts which theoreti~al1y inc~udes 

a 11terary comp'bnent t.hrough the stuç.y 'of dramatic literature 

and theatre hlstory. 

Personal deve10pment ls a broad term which may be ~sed 

to describe on~, or aIl, of a variety of i~ter-ie1ated areas 
, 

of growth su ch a~~ intellectual, cultural, sociaL, psycho-. ~ 

logical and physiological development. The Department of 

~rogrammes apd the CEGEP have not clear~y defined'either 

~ their deve10pmental ~riorifies ot the methods by which 

particular goals migrrt be aehieved. Whether specifie areas 

oJ development or total personal development iB 

and how important performance iS,to developm~t 

~ 

~he aim, 
\ 

Is l~ft ta 

the individual instructor to decide. Thus, while aIl, 
~ 

theoretica1ly, are commltted to the same basic philosophy 

of personal development through the study of Drama and 

Theatre, methodologies range from 6op~isti~ated ~n8tructo~-
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oriented p'reduction programmes through student-cteated 

stùdio performances to deve19~mental, totally process­

oriented programmes in whic~ production in Any form plays 

no part. 

, To be effecti've, each programme.tmust be based on /"'-
~ /' ", " - ,--~ ~ 

elearly-define.d, specifie developmental goals. Wi th these .,,' .. ,?< 
~~', 

\goals in mind the instructor must then decide- how hiS'-. aims' J,: ~ 

may best be achieved - in the classroom and/or workshop, or 
q 

through stage productions, and what balance i8 necessary 
-

between practical and academic work. The failure by the 

Government and to some extent 'the CEGEP themselves, ta de­
.J 

fine goals and, plan methodologies is the root cause of the 
, , 

factor to the~isolation 

, / 

CEGEp,pro~ammes, and a contributing 

in w~eaCh program:e has operated, 

disparate nature of the 
, ' 

, , 

fo~ 50 long. 
'/ 

Regrettably there is, littl'e or no contact between the 

five college departments offering Drama and -'l'he,atre. Mt. 

Doubt was the only instrucior who deplored the fact that 

~ there was no' es,t;ab11shed method of communication; or 'any 

,,' ~~ange of ideas and materials. C'hamplain College with 

its modern theatre facilities could offer to hast, on a 

semi-ann~al basis, a cooperative venture in practical work-

shaps and studio perform~nces which would benefit aIl con-

1 
cerned. 1 . ' . 

La~k of coordination between the colleg~B and ~igh 

scheels 'and the universities was, and côntinue's to' be, a 
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matter of some concern~ MT. Gerry Gross of Concordia \ 

University, made an attempt in 1973, to establish contact 

with the C'IOlleges tif di'seuss the possibility, of coordinating 

programmes and establishing a pattern of communication and 

cooperation beiween universities and the CEGEP; ~ut he met 
( 

with no success . Contact between the CEGEP and the schools 

. 1s generally limited to-performances given .by the Professional 
, .. ~ 

Theatre Training students. The school authorlties v~uld be 
~ --4, 

r 
willin'g to coqperate vith

1 
the colleges Q.n~ the universities 

but, unfortunately, few anglophone school boards have 

established programme~ in Drama and Theatre. 
," 

Sadly, the in.tention o~, the Pa,.~nt and Rioux commissions 

~ 
ta provide, st aIl levels, in Quebec, an opportunity for an 

artistic education for students at aIl stages of development 

has not been realized to date. In the 'sixties and ., 

'seventies, atte~pts vere made by local schoçl ~oards to 

institute 'Drama programmes in.the elementary and high schools. 

In the Protestant Schools syst~m, in spite of the enthusiasm 
, a 

with vhich Drama was received, the programmes had to_be 
. 

discontinued, mainly because of cut-backs.~n educational 

" 

, , 
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Catholic ..English-language system has fared somewhat better, 

and in 1979-80, five high schools were offering credit 
0'" b 

courses )n Developmental Drama at various lev~ls f!om 
30 

Grades 7-11. 

Col~ege and university students who enroll in Drama and 

\ 
Theatre programmes without the benefit of Developmental Drama 

aOt earlier levels pose a problem for instructors in higher 
.r 

education. Thè instructors must decide, what and how mpch . 

basic developmental experi~nce should ~e included in their 

programmes for those students who have not had the oppor-
,"< 'i# < 

tunity for ;têlf-exploration, self-expression and the develop~ , ,~ 

.... 
ment of sensory perceptions through structured dramatic 

activities. The CEGEP programmes were intended to form the 

peak rather than t~ base of a pyramid in a dramatic educa- " 

tion, but for most college 'students' the \Liberal Arts pro-
"n 

grammes constitute their first formaI drama 'èducation. 

~ ..... I"J 

29 Mr. Michael Thomas, Senior English conSUltant~IOf 
the Pro.testant School ,Board of 'Greater Montreal, sa id c'!hat 
from 1969-1972, sorne eighteen to twenty-two Drama spe '~l­
ists were teaching in local elementary and lJlgh schoo ,1. 

By 1.978 only one specialist was employed' fo.1 a D,evelop -enta! 
Drama programmé at one of the hlgh schools; Drama, ~here it 
exists now, is. generally limited to single courses given by 
non-specialists, and extra-currlcular activities. Personal 
interview, Montreal, January 4, 1978. 

30 Information received from Ms. Aileen Collins, 
Consultant/Secondary English, Montreal Catholic School 
Comm~sslon, April 9, 1980. 

.. \ 
1 ) 

1 



. " 

104 

'\. 
1Previous .dramatic experiènee 'has been limited tb ext~a-

eurricular'activities in the ferm of clubs or scheol 

productions. 

Drama as an extra-curricular activity is always 
~ 

acceptable; particularly if pub~1c \perform~~c~s add to t~e 

credit of an institution. Full-seale ~roductions provid~ -
\ ' . 

an excellent opportunity for p~blic r~latio~s between the' 

eolleges and the dommunities, and frequently receive the . ,-~ 

whole-h~art~ilsupport of otherwise ambivalent administra-

tion. 

" lt is perhaps no coincidence that the programme with .. 
. ~he ~osr enthusiastic and supportive ~inistration was t,9 

be found at John Abbott College, which has a record in the 

'community for sorne fine performances by its pre-university 

\ 
theatre students. Similarly, in 1978, the Champlain Co11ege 

\ '. 

Administration sponsored a production of Li11ian Hellman's 
. 

The Children's Hour, in order ta provide a link wtth the . , 

community and .to stimulate int~rest in the co1Iege'.· 
" , Jn 

" 
A suecessful produ~tion whieh enhances the p~blic image 

of a college is understandably more acceptable than the 

(, 

31 It is interesting ta note that Champlain college \ 
ls the only one of the five CEGEpfwhic~ has a large, activ~ 
amate~r group. - Since its inception in 1972, the. Omega 
Theatre, as the com~any is ~alled, has mounted o~e major 
production t,a year. Many of the company members are enro11ed 
ln Mr. Doubt's progr mmei however; the group was suffici~ntly 
broadly based i~ 197 to warrant a subsidy of $1,000 from 
the Stude ' ouncil for ~ts production of The Picuie. 

"J 
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poorly un~rstood aims of a Liberal Arts Drama and Theatre 

programme. However, the danger is thet, at the administra­
\ 

L 

tive levei if at no other, public relaeions ~spe~ts of 

Drama and Theatre programmes may outwe~gh aIl oth~ values. 

An informaI conversation with Ms. Spry in June 1978, 

revealed tha t the Vanier Administ rat ion had" cons tan tly 

tried to persuade the Tqeatre Department to mount full-

seaIea$roduètions of standard plays. This was agains~ the 
f 

philos~hy behind the pr ogramme, and Ms. Spry f el t- tha t her 

~ 0' 0 

refusaI might have been,partially responsible for th~ faet 

that the Adminiitration had for severai ~onths ~een pressur­
~ 

ing the Theatre Department to peerease.enrolment for 

1978-79 (ostensibly because of fundfng problems) an? had ~ 

quest~oned the valid~ty ~f the Dram~ and Theatre programme. 
, \ 

IneV~~a~y, internaI polities and external pressures 
___ • ~ _ .f 

affect programme orientation. In ~~ era in which d~clining 

~enrolment may mean staff and programme cut-backs there is 

a great deai of competition among the various depar~me~ts of 
D 

each~~llege and among the colleges themselves. The genera! 

attitude that Drama 15 an edueational 'frill', and the 

" 
unstable nature of the polities! and educationa! scene in 

, 
Quebec, augur an uncertain future for the Liberal Arts pro-

grammes. 

Ïf.the philosophica! Ideals of Libèra! Arts-Humanistic 
~ 

Drama and Theatre are to be fully realized~reevaluat1on 
\ c • 

and ore'assessment of Theatre 560 ls essentiel. If reevalua-

" tion i6 not a priority at the Government'level, the college 

- ,-

, 

\ 
i 

1 
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instructors should unite to reassess the role of Drama 

w1thin the Liberal Arts. and see~ some consensus as to their 
1 • 

goals and .ethods. The CEGEP'in~t~uctors should also urge 

afresh the claims of Drama 1n education to appropriate 

Gove~nment departments, and aim to coordinate the~r'work 
t\ 

~ith the higb schools and univ~rsities. 

Without exception the instructors displayed an impres­

sive degree ~ enthusiasm for their work and a ~edication to 

the world of theatre. These qua1ities were shared by their 

counter-parts involved in the pr9fessional training 8chools 

and programmes. ,the study of which 1s the subject '"ô'f the 

following chapters. 

r 

, 
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CHAPTER FOUl\ 

PROFESSIONAL THEATRE SCROOLS - AN INTERNATIONAL 

AND NATIONAL PERSPECT~VE 
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FormaI theatre training in Canada 'began in the 1950 ' B , \ ' 

rand owed lIlu'ch to British traditions. ,Since' then, profes-

sionai training has be~n modifie~ by contemporary develop-
1 

mertts not only in Brjtain but 

A brief study of the history, 

in the United 

PhiIOSOPhiL, 

States as weIl. 

methods and 

curricula at some of the major British, American and 

Canadian the~e schools will servê to illuminate the C~GEP 
\ 

, 

theatre programmes. 
fi 

,From the seventeenth through the ni~'eenth 

'in both Britain and America, most aetors t~ined 

centuries, 

job".' They lear:ned their skilis from olde:r aetors ,as they 
. 

worked their way up throu~h a company. ,~aeh ~rfeeted a 

sp,ecialized 'line'~ or eharacte~ role, su ch as 'old man', 

'oid woman' or 'walking gentleman'. Until the late nine-

teenth eentury, acting me~nt beautiful speech and elegant 
, " 

, , 
movement, and a eoncern wi~h ramantic rhetoric resuited in, 

, ,l, 

a , 
by todày's standards, a so~ewhat artificial performance. 

Actors generally were more concerned with the outward mani­
~ 

festation of life r~ther than w~th the inner feelings of the 

) 

charaeter; psychologiesi reaIi~m is largely s t~entieth-

century phenomena. 

ln both British and American stock eompanies several 

different bills were presented in the sarne 'wee,k.. This 

\ , 
practiee left very little time for rehearealsj "the chief 
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The texts 

used were standard works and frequently adapte~ to suit the 

sta~, and the 'business' wss conventionsl. Theatre, It was 

believed, éxisted to serve t?e stars, and ~his belief was 

perpetuated until the twentieth ce~tury qy actor-managers 

such as Kemble, Kean, \Benson and Beerbohm-Tree who secured 

the major'role for themseives or the tauring stars. 

" In the second half of the nineteenth cent~ry there 

emerged ~ growing concern for realism in the theatre. 

A~tempt.s we~ made to paraller real life on the s.ta~e, and 

actors began to Bet more naturally than they ha~ ln the pasto , 
1 

1 

Sta~ng reflected the same cancern. with the natural, and the 

~ ~ b 

quest for historical and architectural authenticity resulted 

i~ elaborate s~ttings, which might in~lude crowds of 'extra~', .. 
to lend verisimilitude to performances. Texts were dra~tic-.. . 
ally eut or adapted to accommodate the contemporary craving 

"" 
fot rtalistic spectacle. The naturalistic movement was not 

un~versally populat. Man~ traditionalists felt that 

-" 

naturalism 'was achieved at the priee of tragic grandeur, 

particularly 1n the performance of Shakespear~, and that the 
" 

classical-traditions should be preserved. 

1 ~ 
Christiné Edwards, The Stanislavski Heritage 

(London: Peter Owen Ltd., 1966), p.-187: hereafter'cited 
• as Stanislavski. AlI further references to, this work 

appear in the rext. 

" , 



" 

110 

Professionsl Theatre Training in,England 

In the 1880'5, Frank Benson began a lifetime struggle 
1 

,te save the classica1 acting traditions f~om extinction. 

For a year he studied with actors of the old tradition and 
. 4 

then established his own company which"tbured England until 
, 

the end of the first World War. The actors training in 

, ~ ~ 
Benson's Company kept alive the classical traditions in 

"'" 1 

British theatre fo~ the Qext ~alf century. 

ln' 1904, Herbert Beerbohm-Tree, the leading actor-
" ~ 

manager of the period, a?d ~the~ prominent men of the theatre 

including A. W. Piner9, J. M. Barrie and George Bernar~ Shaw, 

founded, what is cr-edited as th~ first British theatr~ scheo1, 

the Reya~ Academy of,Dramatic A~t (RADA). This schoo1 was 

concerned with the classical traditions and its tra~ning 

.emphasized the outer sk~lls of the craft - spé~h an~ move­

ment. In 1906, Henson and Elsie Fogerty es~ablished the 
.. ~' 

C~ntra1 School of Speech and Drama, which a1so based its 

training on the classica1 approach. 

1 
The establishment of these schools (which; wi~l be 

studjed in greatir detail later), and the concept of a for.al 

actor 'tr"aining programme was a radical departure from the 

Ion g " est ab 1 i s p. e d a-n d le n g t h Y pro ces s t ha t _ ha d ex i 5 t e d pre­
(). , 

viously. Theatre schools, with their formalize~ methods in 

the classical 

effective .and 
/il. 

traditions, offered a training that was'more 
't}~ .. 

efficient th~~)the traditional, hierarchical 
1 

,-

~ progression through a stock, company. However, although 

" 
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actor training schools were a star~ding inovation, they 

perpetuated the classical techniques, and the philosophy 
, . 

~a~ ffr'iàatre existed- to serve 'the s'tar rèmained 1arge1y the 

same\ as it had been since the seve~teenth century. 
~ 

Tne 

notion of intègrity to the text or that theatre should exist 

~serve the play did not begin to emerge in Britain until 

the early '30' s. 

In 1935, an experimental school, the London Theatre 

Studio,-was establishe~ and directed by-Michei Saint-Denis, 

who was 1ater to become one of Europe's great theatrJcal 

figures and a recognized leader', in the field of theatreo 
2 

education. His philbsop,hy of theatre and his concept of 

theatre training has had a profound influence on developments 
,,/J 

in Britain, America and ~apada, and is largely the basis ot 

current practice. 

As early as 1919, Saint-Denis, always a non-conformist, 

had been a discip~e of Jacques Copeau who, in reaction to ,. , 

the spectacular nature of French theatre of that period, 

wan t ed to 11 free the stage fr om cumb er some machinery and sho~y , , 3 

effects; ,and giv~ first place and importance ta 'poets''', 
A 

Le. to the drOamat~st ànd the text. Saint-Den!s"and Copeau 

2 ,1 John Houseman, "In Search of an American Acting 
Tradition", Educational Theatre Journal, 20, No. l (March 
1968), p. 95. AlI turtner references ta this work will 
appear in the text.\ 

3 Michel Saint-Denis, Theatre: The Rediscovery of 
Style, (London: Heinemann, 1960), p. 39. AlI further 
refere~ces to this york appear in the text . 

.-; 
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fought against bath the naturalism of ~he age and the sur-

vival of ,romantic rhetoric 'in the interpretation of the 

classics. C/ontemporary drama, such:as the 'Works of Ibsen 

and Chekhov, demanded from th~, actor a new kind of rea1ism 
1 

a realism which Sain~-Denis b~lie~ed could also enrich the, 

interpretatiQn of the classics. 

In 1922, ~hen the Moscow Art Theatre with Stanislavski 

visited Paris, Saint-Denis was confronted w~th the kind of 

realism he wa~ seeking; a fea1ism whieh, was psychologieal 

rather than"photographie in nature. He t~en dedicated him-

self to "an experiment directed toward the diseovery of aIl 
'" ",\ .., 

, ~~~~ 1!'" 
the means ~y which reality can be given to fiction on the 

stage" (Saint-Denis, p. 18). During the next few,yeais 
/ • r~ 
1 

Saint-Denis~, concern was with aIl forms of reality that were 

true ta life in order to give the theatre-goer psychologiéal 

insights which had been impossible under the cla~sical tra-

dition. After some ten years of work and experi~entation 

with Copeau, Saint~Denis formed his own company, Compagnie 

des Quinze, and took it to London in 1934. 
" ~ 

Following its success and ev en tuaI disintegration, 

Saint-Denis established himself in London and formed a new 

group in 1935. He drew up plans for a school and with ."the 

effective support of Tyrone Guthrie, and the close collabora-

tion of George Devine and soon the help and friendship of , . 
1 l) , 

J 
Laurence Olivier, John Gielgud, Glen Byam Shaw", and many 

other men and women of the theatre, Saint-Denis opened 

(~ 

'! 

1 
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The Studio in .1935, and operated it until 1939 .(Saint-Denis, 

p. 44) • 

i 

The purpose of The Studio and subsequent schools found~d 

by.Sai~t-Denis~was to further the evolution of dramatic art 

by training people in aIl branches of theatre.· Since sJch 

schools, Saint-Denis felt, should be in a position to limit 
. m 

entry inta a crowded profession to talented students, the.y 
\ 

coùld not be a moneYrmaki~g proposition. 
t , 

He alS9 believed 

that a theatre school should not exist in isolation but 

should be related to an active theatre. 

The basic concept behind his notions of theatre ~raining 

was that lt should never; w'ork from or towards a systeibo., but ;:JIf!. 
be\partly experimental; its chief practlcal p~rpose was to 

r train ~ctors who could comprehend and interpret the text as , 

a whole, and "understand the author's intention and submit to • 

it" (Saint-Denis, p. 92). His commitmeit .t~.textual integrity 
1 

preclud~ a-daptations 'or cuts to s';1it the demands of one or 

two per!ormers or to se~ve spect~cle. Saint-Denis argued that 

each actor was part of an ensemble whose task w~s to serve the 
f 

play., As such each. actor was equally important to tts total 

interpretation. 

Th~se concept~ were a radical departure from aIl previous 

notions of acting and actor training in Britain. Saint-Denis 
, " 

was iritent upon trainin. the individu al actor for a greater 
.. ,"" ~ 

range of roles than had been traditionally demanded. He-felt, 

however, that the techniques fostered by the classical 

.11 
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trad~tion were also important to the modern actor because the 

ski11s of outer expression (speech and movement) were an 

essential complement to the psychologiial techni'ques us~ to 

portriy the inner life of the char~cter. Sai.nt-De~is 

be1ieved that lIowhi1e technique should never be allowed to 

c 

dominate aqd supersede invention and Interfere with what i8 

called t ru th, Il there was no poss ib ili ty of express ing ~ru t1}, 

"especial.ly truth to a theatrical style, without a strongly 

de v e 1 0 p e d tee h ni que" ( Sai n t - Den i s, p. 9 3) • C--\ _ ' 
Saint-Denis ,. training was divided inc-o three maJn~ ~, 

interdependent parts described as "cultural, technical- and 

a central section c~ncerned with improvisa~ion aqd intèr-

pretation" (Saint-Denis, p." 98). Academie attitudes (the 

·stud-y o~ a subjeet for its own sake) were to_ b-e avoided; 

every culFural and technical development present~d ta the 

students had ta have a pragmatic theatrieal justifie~tion. 

For example, a t'study of th-e Commedia de Il ' Arte was justi-
. -

fied when it(was needed to support practical work in the 
4"~' 

. improvisation of eomic chara.eters. Acrobaties came in when 

students needed greater physical freedom, bett~r timin~"fr 
, 

quicl<er control of their bodies" (Saint-Denis, p. 99). 

The curriculum was organized into three main divi~ions: 

Movement, Language, and Improvisation and Interpretation .. 

Movemen~ classes ~anged from relaxation exercises through 

dramatic expression to dancing, fencing and 'acrobat'ics; 

Language courses combined speech training and 'cultural 
.;t' 

.... 
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r J" 
studies' through the examination of literary tex1;sowr:l:tten 

in a variety of styles, and practical speech work was based 

on excerpts from the cla~sics. Cultural studies were an 

important part of the who!e programme and included; theatre 
1 

~istory; generai h~story in relation to the great dramatic 

periods and their arts, customs and styles; a study of the 

world's great,nove!s and v{sits~ to art ga1leries and mùseums. 

The improvisationa! approach was integra~ to aIl areas of the 

programme, and ~mprovisation and Interpretation embraced 

silent and spoken improvisation and seminar and workshop 
, , 

study o~ classical tragedy, comedy and modern realism. 

The study of cultural subjects was dealt with piinci-

pally during the first year of the three-year programme. 

~Various physica1 training techniques were gradually ph~sed 

out during the second year; the real work of the complex 

problems ~f interpreta~ion did not begin until the middle of 

the second year, while the study of language and vocal 

technique~ deve1oped continuously especial1y in the ~hird 

year. 

By 1939, Michel Saint-Denis had evolved a thea~re train-

ing programme "which combined the oute.,techniques of the 

classical tradition :~ith StaniSlav~, 's theories of t\:le impor­

tance o~ evoking the inner life o~,the character. Howe~er, . , 

S.aint-Denis' and Stanislavski' s the'ories made ltttle impact 

,upon such schools as RADA and' the tentral School until the 

late 'fifties and the early 'sixties, when some 'Method' 



l, 

, 

;' 

cburses, then in vogue in tbe United States, were introduc~d 

into their curricula. Now standard theatre training blends 

the outer classical techniques with the ~nner skills of 

modern realism. 

" Michel Saint-Denis is largely credited with t~e renais-

.' 

~ 
sance that took place in English theatre after World War II. 

In 1946, he establisped the widely acclaimed Old Vic Theatre 
~ , 

Scho~l, which'was foiced to close for fin~nciai reasons in 

1952. Inspired by the success of the Old Vic Theatre School, 

other professional training schools speedily sprang. up.' By 

-1973, more than thirty-eight establishments of~ered full-

t im,e pro f es s ional cour s es. . 
A brief examination of three of London's most influen­

\ 
\ 

tial theatre schools - The Royal Academy of Dramatic Art, 

~he Guildhall S~hool of Music and Drama and tbe Central 
1 

School,of Spee~h and Drama - will provide a fair sample of 

contempora: y, Bjrit,~sh professions1 theatre education and a 

background again~t whiSh to consider similar programmes 

offered by the CEGEP. 

Lo,c~t~n_ear London, each school is fully equlpped 

in terms of physical facilities, which include a library, 

'-1.. 
flexiqle th~atre spaces, studio theatres~"speech~ lab'orat-

ories, studios for broadcasting and television and aIl 
\ 

necessary workshops' and offices. 

Established in 1904, RADA ls a prlvate foundation and' 

its fees range from il500, - 1:.600 ($1,500 - $1,,600) .2.!.!. term. 

\ ... 
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The fees are non-refundable and must be paid in advancé ,eac~ 

r " 
terme RADA candidates tl),ay àpply for a limited tlumber of RADAr 

scholarships and Local. Educati"d'n Al,1thority (LEA) grants, fol' 

whi chee rt ain a cademi c cri t eria mu,S t b e met -' usually a mini-

mum of five 'P' (Ordinary) Levels. 
-- --------------......... 

RADA affers three main cours~s each of which can be 
,~ 

taken only in i t s en t i rety: - Ac ting, . Sta ge Managemen t and 
, V ,( - ~ 1 

Spe'cialist Diploma Cour,ses in Scene Painting and Desig,n, and 

Stage Carpentry. Regular technical classes for professional 
, , . 

actors are held throughout the year, and a summer school for ./ 

actors, lead,lng. to' the Academy's oCertifi'cate, is given as a 
<0 - , 

three- to four-week Dram,a Worltshop in August. This cour s e is 

planned not only for professionals and thos.e with experience, 

but also for anyone interested in acting, whether or not he 

or she intends to make a careerrl in. the theatre. 

Students who satisfactorily comple,te', the full-time pro­

gramme are awarded the Academy's Diploma, and acting'students 
J 

;. of exceptional promise may achieve an Ronours Diploma. The 
J' 

1 

Academy operates on ~/ year-round ba,sis with the Acàdemic 

year, divided into three terms which vary in length 1 from 

eleven ta fo\lrteen weeksj the sixth and l!I'eventh terrns are 

n-ever' les s t han twelve weeks each._ Beth the full-time Acting 
, 0 

and Stage Management programmes cover a maximum of ninety-

four weeks (seventy-n~ne md.nilllum) • 

1 • 

Students are admitted only in alternate terms- and must 

start their courft in the term of entry followlng the a1Jdi-

'1 .. 
1 
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tions which Jljlre ,held twice a year, Acting candidates must 

take an Entrance Audition. l An a~demic qualification
1 

; 

although desf.rable: is not essent,ial fo't' ~ntrance, but it ' 

, 
is very unusual for a candidate fQr Acting to be admitted to 

, , 

the Academy under the age of ei,~hte'en, 
1 

o 
Stage M,anagemént 

candidates' must"he at least seventeen and, Çlre selected by .. . ' 
in tex;.view, 

, 
Acting candidates are requ1red °to perform two cbntrast-

, " 

ing pieces of their own" choice 'for the audit/ion" Of not 
-' ,il 

longer th an three minutes, one piec~ mus't ~be a Shakespear~an 

monologue, 'and only one piece may be dir~ctl, y a~d to 
F ' 

the audience. ?otential1y successful candidates May be as~ed 
, J 

to repeat their ~~~itions on the same day ~nd have a~ inter-
) " 4 

view with the Principal and the Administrator-Registrar.' 

1 The brevity of the audition leads one tp suppose that 

either an",?bvious and high degree of potential talen,t '15" 

d~manded of~succe~sful ~pplicants, and/or that RADA has an 

enormous 'number of appllc<ants 'Îrom which to make its choice', 
) 

Although iADA does not'define its criteria fbr judging 

candidates, its~international reputation and r~ntin~~ng suc­

cess as a theatre schoelo suggests thâ't their auditions are 

sufficien·t for their cr:l!ter1a" however inadequa"te they may 

4' . 
Information received in correBpon~ence ~ii~ the , 

Admini~trator-Registrar, The Royal Academy of DramaticoArt) 
November 1980. . 

~ . 
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seem in comparison with audition policies st ~ther schools. 

Detail~d iiformation'concerninê the courses was not 
, "J/ 

availsble. As out1ined in RADAIs literature, its acting 
, . 

course consists of two complementsry categories of work 
J1t " " ~ 

which reflect int~rnationally established·practlces of 'cbm-' 

bin~ng th~ ~uter techn~ques of -the craft with inner psycho-

logical processes. The tec'hri'icsl c,.ourses ~ sre concerned wi th -II 1 

"the particuiar skills an actor needs, of which the most .. " '/ 
important is that which aims at developing physicai equipment 

s~ that voice and bo.dy can b\.used with msximumr" expressive-
S 

ness and" minimum eff,ort. " The s'econd cate~ory ls concerned 
..., 

with the art, rather than the craft, of acting anq "seeks to 

explore the nature of the creative process and discover how 

an actor may best use aIl his resources in the creation of 
. 

character. " (RADA, p. 4) • 

Practical work on texts b egins ,immedia'tely al[though the 
"" 

earlier emphasis is on scene studies rather th,an entire plays. . 

Later the balance changes 1t·~ti1 in the finaltwo terms ,most 

of a ~tudeni's time is devoted to intensive rehearsal of 

plays which are publicly performed in ~~e Academy's 

the a t r es." (~. p. 4). 

In the Stage Manage~ent course aIl aspects of strge 

management are covered. Studepts follow a Datural 

, 5 The Royal Academy of Dramatic Art ~Brochure, 1980-81, , 
(Berkshire: Kenion Press Ltd.), hereafter cited as RADA. -AlI further references will appear in the te~t. 

... 
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~ 

progression from Stage Rand ta Ass~stant Stage Manager, and 

then Deputy Stage Manager. Instruction cavera a wide field 

of related subject~ such as the history of furniture, light-

in g, sound r e c ording, s cènic de sî" gn, p er iod co s tUille and 

bus in e s s man age men t. " (RA DA, p. 6). . '/ --
" From the outlines~of the RADA programmes it would seem ... 

4 
that the main th~usi of their actor training is toward the 

acquisition of technical skill~ an~. performance experience. 

How'much, if any" academic,work is included in ~he-programme 

i8 impossible to det~rmine. There is no reference ta theatre 

histolY or- world drama studies in their brochure, and if such 
D .,1 

subje ~s are included in the programme they do not merit 

mentio~ in the course outline. The three main programmes, 

Acting,' Stage. Man~e.ment and Technieal, interact in the 

cour se of the S chool 's perform'anc es. 
\ 

.<~ A s ta ff of spec :t'al ist teacher s is reinf a rced by vis i ting 
'1' ><' i 

directors. No statistical information was availabl~ with 
o 

regard ta the number of staff or admission of ,students. The 

Acad~~y's literature states that clsss sizes are,very smal~, 

and that much of the work)n the programmes is indivi~ualized 
-" . 

as the ratio of staff to students is high. 

The Guildhall School of M~ic an~ Drama was firat 

founded in 1880 as a School of Music. Courses in Speech and 
1 

Acting were begun in the 1920's and by 1935 the School had , 
'It 

adqed 'Drama' ta its title. Now located in the very modern 

and sophisticated Barbican Arts Centre, the Güilqhall i8 / 

\ 

1; 



J 

, \ 

( 

121 

. 
,owned~operated and funded by the City of London Corporation 

st no cost to tbe ratepayer and without any direct support~ 

from the nation. It is known tbr~ughout the world as a con-

servatioré for training entr~nts to aIl branches of the 

professions of music and drami. 

Primarily, the School specialises in the tra~ning of 

p~rformers, although the School does offe~ a two-year ce~ti-

ficate in Stage Management. The School also has a department 

for ~ndividua~ tuition in Speech and nrama on a part-time 

\ 

basis', and a Junior _Department which provides training for 
1 

taledted childrén., The bas-ic fee for the full-t:ftie drama 

s~~dent ie \a~p/toximately 1.1,600 ($3:840) per year. 

The Profe"S'sional A.cting course lasts for eight terme 

over three acade~ic years, or approx~mately eighty-eight 

weeks. Of these, sixt y-six are in training, while 

the last two terms of some weeks "are 'run as far 

as poss~ble as a Repertory Company wit~ professional 

directors, inc1uding some from the Royal Shakespeare Company", 
6 

another resident of the Barbièan. The courses cons'ist of 

rehearsals" group tuition" lec,tures and individua1 tutorials 

le~ding to public performances. 
,. 

Candidates must be at least ei~hteen years of age and 

although educationa1 certificates are 'not essential for 

6 Information received '1~ correspondence wlth the 
Regis~ar, The Guildhall School of Music and Drama, 
November 1980. ,." 
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, 
entry LEA grants are not awarded unless minimum educâtion 

qualifications are met (usually five '0' Leveüs). , 

App1icants ta the course are req~ired·to attend a 

preliminary auditi~n in Dèce~ber. Those who are successful 

'return in ~anuary/February for further work with the audi-

tion panel, which includes a member of the 'Royal Shakespeare 
, 

Comp·any. The prelimina~y audition i5 in two parts: a sho'rt 

moveme,n t, wa rm-up and improvisa t i'on f 0 110wed by a danc e 

. \' , 

routin"e, for which 00. preparation i6 otecessary; and the per-

fO,rmance of three self-chosen. contrasting pieces. One of 
, i 

these must be come~y, and another, Shakespea~e., AlI pieces 

must be a maximum of thrè~ minutes in length. Candidates 

are also expected, ta sing a lsong of their own choice,. 
- \ 

1 Students recalled for a ~econd a~dition undertakelmot~ 
, 

detailed improvisation, and the voice and audition pieces 
~CP 1 

are more thoroughly examined.' 

On the basis of the information received -from t,he School 

it woJld seem that the main thrust of their programme i5 

toward the outer rather than the inner techniques as students 

have a weekli programme of six periods of M~v~ment to four 
1 

periods of Speech (plus tutorials) ta two and one-half 

periods of Improvisation., In the first two terme: 

There are classes in MQvement, Voice, 
Improvisation, Singing, Mask Work, Tumbling, 
Make-up, Pèriod Dance, and /St-age Gombat • 
There are lectures on the history1of Drama. 
York on Shakespearab text beSins ~nd the 



stude'nts g,radual1y progress' toward\ work 
on scenes, both in Shakespeare and other 
classic and contemporary authors.7 

-1ft 

;L23 

During the next four terms, the emphasis, gradually m~ves 

f 
towards performance, although Movemen~ classes and Speech 

and Voice tutorials continue throughout the last two terms. 

Media train~ng begins in the second year, and public per­

formance in the theatre begins in the sixth term. 
:: 

The Acting course i's staffed by some thirty-two full-

" and part-time teaeh~ts, but no information was availab1e 

with,regard ta cla~s sizes or staffjstudent ratios. 

The Stage Management course requires candidates té 

have passes in at least five Ordinary Level subjects (unlike 

the Acting course for' which no academic qualifications are 

required), and the applicants must be between the ages of 

eigh~~~n and thirty. 

, The first ysar of th~ course inc1pdes theoretical 

aRd practieal work in Stage Management - 11~ht1ng and sound; 
\ 

the history of architecture', costume and furniture;, play 

study, voiee and acting techniques; the rudiments of music 

and score reading, and basic practdcal'work iri ~roduction. 
~ , 

~n the second year, students 'spec~al1ze while warking in the 

School's ,theatres, 'studios and concert halls. The Stage , 
Management Department, which includes the ProductiEn-Design 

7 ~he GuildhalL School of Music and D~ama Prospectus 
1981-82, (London. Barbican 19,80), p. 35. ~-'-' 
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section, is staffed by thirteen fuil-time and seven part-

time facuIty. 
A 

The St~ge Management programme at the GuildQall is more 

extensive than th~t offered by RA~A, .~td, f~om the ,out~ine 

available, it would seem similar in Many respects td the 

production programmes offered by the CEGEP. Of particular . 

interest at the Guildhall are the required courses for pro-rJ ' 'j 

duction· staff, in Voiee, Acting and ~udimen~j.Ky Music. An 

understanding of aIl the components in thea~re is essential' 
1 ~ '~, \ 

to t~e notion of an ensemble, and complementary courses in' 

each area are vital for both Acting and Production st,udents:,: , 

Although detai1ed information .concerning courses, 
" J, 

admission policies and staff/student ratios etc. were not 
, ,~ , 

available for- purposes of comparison, the developments at 

the Central School of S~eech and Drama aie of p~rtieular , 

interest in relation to the CEGEP. A descendant of the ori­
{ 

ginal School founded by Benson and Fogerty, the Central 

School has become much more broadly ~ased and has a1tered , 

more radically than RADA in the same périod. Originally 

committed ','to S'n actpf training programme designed to per-~ 
- , 

petuate dlassical traditions an~ techniques, over the last 
, l' . 
half-century three separate but related areas.of training 

for actors and theatre technicians, speech therapiets and 

teachers have evolved. 

In 1972, the School became grant-aidedèby the ~nner-

Lond~n Education Authority. By agreement with the 

) 

, 
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'Department of Education and Science, the School i8 now 

J' 
linked with the Department of Teaching Studies of the 

II • 
Polytechnic of North London for teacher tr(ining purposes. 

In aIl other respects the School has been designated by 

~h~ Educati1n Authority as an independent spec~aliBt 
es_t~bli$h~t Of' Fu'fther Education. ' The School collaborates 

in various ways with the~Ollege of Education~ the College 

of Fashion and Clothing Technology, the London College of 

Printing, the Central School of Art and Design, the London 

Collège of Furniture and the Wimbledon School of Art. 

The Schpol consis~s of three department~. The Stage 

Department offers both an Acting and a Technical ~ourse -

a two-year programme with an optional third year for spe-

c~~lization. The Acting course prepares .students for a wide 
~ 

range of ~ork in every branch of 'the theatre and related 

-
media. The School in its literature ta prospective/students 

emphasizes that acting, movement and voiee are not separate 

subjects but different aspects of the one activlty. Som~ 

dozen or more productions are given p,ublicly by students in 

their final year in a wide range ~f plays presented at the 

School's Embassy -Theatre and on tour. 

The Teachers' Department offers a three-year B.Ed 

degree in ~onjunction with the North London Polytechnic. 

~ 
A four th (Hans.) year is under active consideration. 

8 

8 Information received in correspondence wfth the 
Registrar, The Central.School of Speech and Drama, 
No'{ember 1980. 
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'" B.A. Rons. Language and Drama 15 a1so offered by çhe Scrool 

1~ con j ;nct10n with the Westfie1d College of the University 

of Lonton. Candidates for both degie~ programmes must be . 
at least ~ighteen years oid and have a minimum of five 'Q" - . . . 
Levels an~t~o 'A' Levels, including Engl~sh Literature. 

The stJlde~t~ b·ased at the Central School, are taught Qy 

the staff of aIl three Colleges and are prepared to teach 
/ .... 

English and Speech and Drama at the secondary level. 

The Teachers' department also offers two diploma courses 

for Advanced Study in Speech ,and Drama for teachers with a\ 

minimum of five yearS\' experience. This.--6ne-year, 

full-time course, approved by the Department of Ed~cation 

and Science, provides basic training in voice, movement, /. 

rehearsa~, practical theatre presentation an~spects of 
~ 

speech and drama in education. Also, every student must 

" selec·t a special theme to be studied int'ensively a'nd pre-

sented in the form of a substantial piece of written work. 
"'" 

The second course 1s a three-year part-time study'in 

Speech and Drama which 1s intended for teachers who wish to 

extend their knowledge oj Drama and Speech and English i~ . 

its oral aspects. The course content 1s specifically 
fi 
Î' 

oriented toward the classroom. 

In the Speech Therapy Department students are prepared 

in three years for the D~plo~a of the L1centiateship of 

the College of Speech,Therap1sts. There 1s a consiqerable 

aèademic syllabus as weIl. as ptactical and clinica1 studies. a .' 

fJ 
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1 , 
Negotiations are under \o7ay for the Cour,se' to be rt;cognized 

9 
as a B.Sc. Hon,s. Speech Science. 

The departure o~ the Central School from its traditions 

of strictly prdf~ssi~nal training waè largely due to ~he 
, . 

development of the Drama 'in Education movement in Britain in 

the late 'fifties and early 'sixties. Many theatre schools 
} 

1 <.. l' 

DOW c~llaborate with Local ~ducatioD Authorities and the 

Department of Education and Science to offer drama-related 

programmes and courses ta t~achers in training! .~nd advanced 
. , 

courses an~ diploma~ for th05& already qualified. 

,In genera~, British theatre schools continue to teach 

the s k.i Il s 0 f the pro f e s s 1 on . The emphasis Is still upon 
, ) 

movement, voiee and speech techniques rather than upon 

i~prov~sation and thè inner techniques, al~hough these lat-

ter ski Ils do?form part of a comprehensive pro~ramme designed, 

t 0 e qui p the a ct 0 l' w i t.h a wi der an g e of 0 ski Il s '. Production 

experience plays an important part ii British training and 

third-year students mount some twelve or,more product~ons 

in various stiles. 

Most British Schools are within easy reach of pro-

fessional'theatre'companies, and working members of the., 

profes8i~n are available to augment the full-time facultYI 
, Q 

The Guildhall i8 particularly fortunate in its close 

association with the Royal Shakespeare Company in the 

~ 

9 Information received in correspondence with the 
Registrar, The Central School of Speech and Drama, 
November 1989. 
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Bar~ican Centre.' Although in their brochur'es RADA, the 

Guildhall and Ithe Central School aIl support the notion, 

that a good ~eneral education should be part of every 
, ~-

actor' e,,..équipment, none of the schoole does> more than pay 

'lip service to the idea. The fact that these eminent 

s~hools, and so many others like them, regard academic 

studies as the 1east important facet of theatre training 

constitutes a major weakness in their'programmea • 

Professional Theatre training in the United States 

British stock company traditions formed the basis of 

Am~rican theatre practice until the late nineteenth century. 

By the turn of the century American actora had begun to 

evolve numerous theo~ies and methods of acting. The differ-
\, 

ent theories gave rise to two major c~ntroversies nam~ly: 

(1) whether acti~g can or can not b taught; (2) whether or 

not the actor should feèl the f the role he ls 

playing. 

Schools of acting based on current theories such as the 

Empire Theatre Dramatic School (1897) and the L~land Powers 
10 

~chool of the Spoken Word (1904) became popul~r. Text-

books in vogue revealed an "emphasis upon the conscious 

,~~----------------------

10 Fred C. Blanchard, "professiqnal Theatre Schools 
1'n the' Ea,-rly Twentieth Century, Il in Hlstory of Speech 
Education ln 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 emot1on, b~ con~roll-
1 

ing t~elqual1ty and inflections of the voice, and the i 

? 

movemefsof the body or eyes," (Stanislavski, p. 164). 

The ma~rity of texts, howeve;~ stressed objectives rather 

than techniques, and most systems and met'hods of train.ing 
- .,. 

claimed "nature" as their model whether they belonged t~ 

the school of thought which believed that an actor should 

analyse and experience the emotions of the ch~racter, or 

those who believed that creative expression depended upon 

the careful)y cultivated and conventional te·chniques of ,the 

classi~al tr~dition. 

~ 

The twentieth century phenomenom Qf the film industry 
-\ 

had an even greater impact on theatre in America than it did 

in Brita~Î" With the advent of motion pictures, the enter-

tainment industry was concentrated in two widely separated 

areas on the east and west coasts of the United St~tes. 

Drama and theatre s~~vived in the hinterland largely be~ause 
, .' 

of what were essen~ially Liberal Arts Drama programmés in 

the universities and colleges, When in the early 'twenties 

both state and privately endowed institutions of higher 

educatio~ began to build elaborate and sophisticat~d theatre 

plaqts within their establishments, they ierved as cpmmunlt~ 

theatres as weIl, as training f"acilities. Today many univer-

sities have vrofessi~nal theatres attached to their 
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11 
institutions and offer B.F:A·, and M.F.A. Theatre degTees. 

Apart from the Liberai Arts programmes offered by the 

academic institutions in the 1920'5, any'professional 

training of note was to be found i~ Hollywood or New York. 

Since the training estabJ1ishment~ on the', West Coast were, 

and still a~e, oriented more toward the motion picture 

• industry than the ,stage, it is more fruitfu1 to 'examinoe the 

evolution of ~heatre training in New York. 
o ' 

.,. 
The la~e nineteenth éentury cont~oversies surrounding 

,the theories ~elated to emotion versus technique 1aeted 
, . , r 

untll the ,dvent of Stanislavski. When the St~nislavsKi 

System was brought to America in the 't~enties it became 

tne bà~ic of theatre training and practiceJ rhe c1ass~cal - , ~ 

disciplines gradua1ly disappeared to be rep1aced by the 
t?-o 1 

r 
,~ 

fy~tem and later, variations of the Sys~~m known As the 
~ 

f'l1ethod'. ' 

(.---.At Consta~t~n Stanislavski (1863-1938)- was the son of a 

wea~th~ Moscow -businesg man, whose fa~i1y was-interested in 

aIl aspects of theatr~. He was alway~' immersed in acting 
-~ 

and producing, and "sought almost from the beginnitfg- to dis-

cover means of improving acting as'an art /:and] strove 

Il The development of college and university theatre 
programmes, and the unreso1v~d· controversies re1ated to 
professional theatre training under the auspices of.insti­
tu t ions of higher ed uea t ion wer e trea t ed in ch. 2. For \ 
furthe.r information on this topic se'e "The Humanities and 
the 'Iheatre", The American Theatre Association Report 
(Wa~hington, D.C.: American Theatre As~., 1973) 

., / . . --
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to secure the bellef of the audience in the reality of his 

drffer~ngs" (Stanislavski, p. 27). By 1897, Stanislavski 

had proven himself to be an ingenious and imaginative ~ 

di rec t or; "he had aIr ead y d,eve lope d suc h t echniq ue s f or the 
~ 

actor as belief in the given circumstances and communion' 
,t 0 

wi th one 1 s partner, and had learned to seek his examp1es in 

G ... 
life" (Stanislavski, p. 60)". 

J '0 

Vladimir Danchenko, a dramatist and teacher at the 

- Philharmonie School of Drama, was working toward the same 

goals as Stanislav$ki. . The historie meeting between the -
two took plac~ in June 1897. At their first meeting the 1 

basic principles for the organisation of a new theatre'wer~ 

agreed upon. Later known as the Moscow Art Theatre (MA~)r, 

the company was recruited 'from pupils of the Philharmonie 
r 

School, Stanislavski's actors'at the Society of ~rt and 

Literature, and certain chosen professional actors .c, Working 

as ~n ense~ble the new company, through a search for inner 

truth, for truth of feeling and experience, was in revoIt 
J 

against: 

The ~ustomary manner of acting, against 
tlecla~ation, again~t overacting, against bad 
manner of production, ajgainst the habituaI 
Bcenery, against the star system,which spoiled 
the ensembl~, against the light and farcical 

~ repertoire whic~ was being cultivated on the 
Russlan stage at that time. ,(Stanislavskd., 

~ ( p. 71) 

The" spiritual birth of the MAT, and a new phase of ' 

acting, was begun and continued with productions of Chekhov's 
.J 

" 

, ' 

i 
i 

'1 , 
1 
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"~ p1ays if The "embryon~c "inper~ t~chnique' and t'he methods tried 

in t~o~ ~roducti~ns would 1ater be deve10ped into the r 
~ - , 

S~anislav~k~ ,System, in which "he constantly emphasized the . ;;. 
n e ~ d for the in t ~ r a c t i 0 n~ 0 fin ne r and 0 u ter t e, dm i que s, and 

• " Il 

wh1ch later popu1~r mis~oncept~on was t~ equate with .n act-

\. \ ' , ' 
Il" 

Throughout. his li-fe Stanislavski reiterated thlt his ' 
( , 

. , 

8y stem wa s not arec i'Pe for be coming an é\lc t or or' il 1ay in"g a 

part, but ~ather a wây f~r' ~n' actot to ;~~d "the c~rre~t 
) i-' 

state of b~ing on the stage" (Stanislavski, p. 297). He 

believed tha t the ac t or muls t expe rience real emo,t ion and he 
, -

< 

~üst identify with the char~cter he portrayed; that the actor 

shou1d draw'upon his own' past 'emotiona1 experiences; -a'nd, 
q'" F 

J 

abo~e aIl, he must learn to spéak and beha~e as n~turally on 

the stige as a pers6n wou1d in real life. Summarizing 
-, 

S~anis~avski's methods for assisting the actor in the 
.' . 

, 
1n"terpretation and execution of his role, C'hristine Edwards 

sugges ts tha t: 

-

, . 

," 1 
Among,the most'valuable aid~ to this 

end a~e the discovery Qf the ·trunk 
'line of the' !play, and the superobj ec tiye" 
and the main adtions and objectives of the ' 
chara~l:ef;' the playing of. àctions; the use 
of ,count..\raction; the use of the five 
senses to express actions and inner states; 
th~ use bf emotion (aff~ctive) memory; the 
1n~er monologue and 'the actor's creation 
of im~ges in ~esponse to the thoughts:of 
his own part"and the lines of his partn~r. 
A further contribution in this area is his ' 
emphasis upon the use of so-cal1ed exte~nal 
techniqttes such as intonation, inflecti~n, 
pause~ tempo-rhythm, and body moyemen~ in 
relation t& the inner scheme of the play and 0 

th~ character. (St;anis1avski), t>~. 311) fi 
/ 

\ 
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From 1897-1938, the MAT under the guiding hand of its 
'<;j 

cofounder Stanislavski was acc1ai~ed in Russ~a, in Europe' 
.J ... ~ f 

and also in America, which it toured twice in 1923 with' 
, 

great succes~. At the end of the tour some of the members 

, 

of the Company e1~cted ta stay in America. One, Boleslavski, 

began a series of lectures at the Princess Theatre in New 

York, ~nd 1ater in the year started a }chool in an apartment 
'1 

on 60th Street, where he was joined by two members of the 
, 

Company who a1so remain~d behind. This School, knQ~n ~s 

the Ame~ican Laboratory Theatre, introduced American actors 

t to the aesthetics and methods of Stanislavski and the MAT. 

In 1929, Stanislavski wrote a piece cal1ed "Directing 

s,nd Acting" for ~~ Encyc10paedia Britannica. 
;;; 

This article 

was basica11y an outline of his System. In 1933, Boleslavski's 

Acting: The First Six Lesso~s, ~as pub1i~hed, and became the 
, •• 0 

standarà university te~t and a favourite of professiona1 
12 

actors. In 1936, Stanis1avski's An Actor Prepares, which 

described his SystemQin detai1, was publfshed ip Americ~ and 

"-
ft was received'with great acc1aim by critics and actors 

13 
alike. ~ Between 1930 and 1945 defectors from the MAT 

'; . 12 Paul Gray, IISt.anislavski and America: A Critic~al 
Chronology," Tu1ane Drama Review, 9, No. 2 nUI!ter 1964), 
p. 32; hereafter cited as TDR. A11 further references to 
t~is-work appear in the texte 

'1.\ 
13 Constantin ~~anislavski, An Aetor Prepares, tran-

slated by Elizabeth Reynolds Hapgood (New York: Theatre 
Arts Books, 1936). 

, \ 

.' 



. 
opened studios ~n both New York and Hollywood, and "young 

American disciples .... LaPplieq] thei.r learning to experi-

mental theatre productions preparatory to incorporating th~ 

System into the mainstream of American theatre" (TDR, p. '32). 
1. 

Three students destined to make significant contribu~ions to . , 

the develo~ment of the System in AmericB were Lee Strasberg; 

Stella Adler and Harold Clurman. 
, 

,The ranks'of ~hose who had brought the System to America 

thtnned rapidly during the 'forties, and the teaching of 
• " \ 

those first-generation proponents "became a matter of coach-
'-;;,.- ' 

.r 
ing alone,o separated from theatrica1 production" (TDR, p. 41). 

..' --~":!:: .. 
o 

A second and third generation of performers, directors and 

teachers established their careers, be~ame notable directors 

or set up their own schools. lnevi tab ly the S tanislàvski. 
~ ~ 

\ 
System was open to Interpretation, adaptation and change. 

lt was during this~period ~hat the misconception that the 

System was an acting style developed. The 'Method' flS it 

became known attracted "many dftsciples who were recognizable 

r-~/ by.a certain sta~ce, certain gesture, certain tones (or non-

tones)" (Stanislavski, p. 1). Lee Strasberg, behind the ... 

scenes in the early 'forties, became very much the Hethod 
~ 

prophet as the decade reached its ~nd. 

In 1947, three fo~mer students and associates of 

Strasberg's .. ,- Elia IS,azan, Robert Lewis and Cheryl Crawford -

formed a school. "The Ac'tors Stud;o", as it was called, .. 

was intended to be a training ground for young professlonals. 

( 

o \ 

\ . 



\ 

\ 

Among its tirst students were Julie Harr~s, Montgomery 

Clift, MarIon Brando and Eli Wallach. By 1951, when 

Strasberg joined the staff of the Studio, Stanislvski's 

Building a Character the sequel to An Actor Prepares -
14 

\ 

had been published. The ~mportance Stanislavski attached 

to the theatrical elements of stage production was, ho~ever, 
1 

largely lost upon the actors, directors, and teachers who --by now were almost exclusively committed to the Inner 

approach eo à role through the personal experience of the 

actor. 

The failure to 

need for t;-ain-.g in 

movement ,resulted in 

understand 

the outer 
, 

a training 
, , 

Stanislavski's beli~f~the 

technique~ of speec~l 
• in which the emphasis was 

\ 

almost solely upon the training of th~ psyche of the player; 

and very little emphasis was placed upon ~raining the instru-

ment - the body - for disciplined communicati~n. The suc-
o 

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 "fe~l" a 

role, but very few.who were ~b~e to commun1ca~e their 10-

sights. 

14 Constantin Stanislavski, 
·translated by Elizabeth Reynolds 

Thea tre Art s Books, 1949).' 

Building a Character, 
Hapgood (New York: 

------------~--------------------.~----
__ . _ C 
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1 (. ~ 
The Method worked we1! for th~ Interpretation of works 

by writers such as I~ge, Willia~s, Albee and O'Neil, who 
" . 

were writing 'basically psychological dramas in which the 

inner self is "everything and the speech fails to rile much 

above the leve1 of ordinary life. Method actors were less 
1 

successful in,meeting the demands of Shakespeare and other 
\ 

classical dramat'ists because they w'ere not trained in the 

techniques, ,traditions and st'\les required for non-

naturalistic p1ays. Despite the protests of more conserva-

tive actors that "the great quest for the 'natural"honest 

and true' was desotroy!ns. the' theatre in theatre" (TDR, p. 44), 

the ~reat classica1 reperto~re and its traditions gradually 
w' 

sank into virtual oblivion on the American stage for some 

thirty years. 

Early in the 1960'5, a dramatic change in repertory at 
~ 

the ~incoln Centre gave indication of an impending move 

away from the emphasis on the natura1istic drama of Inge, 

Williams et al. The new trend was towards the c.lsssic.s and 

" 

the plays of Brecht, Bec.kett and other Wri~I?_WnQse work ~ , 

-----------did not lend itself to Method ~Jl_t-er-pretation. In 1961, plans 

for the fo~màtiOD--~t~i:coln Centre Repertory company were 

announc.ed, with an opening date p~anned for the beginning of 

the 1963 season. With Elia Kazan as director, a troupe of 
" 

thi~ty~five actors would undergo a period of seven months' 

tr~ining which, it was s~ressed, would be anti-psyc.hp-

ana1ytica1 (TDR, p. 54). In 1963" Strasberg and the Actors 

Studio announcéd plans~for a theatre'company c9mmit~ed to 

-------~--_ .... - - --~ -- ~ --
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a Method appreach, an~, apart from the courses offered by 

the universities and colleges and ephemeral.Method scheo1s 

of varying de.grees of competence, these tw.o maj or companies 

and their training programmes wer~ the recognised institu­

tions for profession~l theatre students unti1-the end of the 

decade. il 

Another deve10pment which took place in the 1960's was , 

inaugurated in the late 'fifties by the R~ckefe11er 

Foundation which conducted an enquiry into theatre training 

in the United States and Europe. Upon completion of th~ 

enquiry in 1958, Michel Saint-Denis was invited to the United 

States as 'consultant' ,to ~he Julliard Schoo1 of Music which 

was contemplating the foundation of a professional acting 

school. His "famili~rity with the classical theatre both in 

England and France, combined with a contemporary approach to 
\ 

educat,ion and training for the stage" (Saint-Denis, p. 13), 

allowed him to bring an international point,of view to the 

introverted practices currently in vogue. Sai.nt-Denis. 

aware of: 

'. 

·r 

~ [Tjhe development of a realistic tradition 
more or less based on Stanislavski's example 
LJound that? American theatre, not only hy 
'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, direc~ors and critics, 
would have to etart from the deeply ploughed 
field of realism in tts dlfferent aspects. 
(S'.int-Denis. pp. 13-14) .•. , 

In a series of four lectures given to the American 

" 
o 0 " 
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Shakespeare Festival and Academy at the Plymouth Theatre in 

New York in March' 1958, Sain.t-Denis expressed his belief 

that theatrieal naturalness limits the actor. 
\' 

He suggested 

that t&e need of e3ntemporary theatre was ta t~~nspose the 

reality of life into an expres~ive theatrical style. Such 

style, he felt, could be~t be achievea through the techniques 

of modern realism in eonjunction with a study of elassieal 

traditions, which demand a most exact diction and physical 

eleganee. Saint-D..enis stressed the import'ance of inter-

pretation, textuai study, and the inter-relationship of aIL 

theatre arts. l " 

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 Sain~-Denis and John Houseman as 

co-foun~ers and directors. In a convocation address 
J 

delivered by Mr. Houseman at the Scheel prior to the open-

.ing of the Drama Division in September 1968, he argued t~at: 

[A] fte'r more than a century of 
commercial exploitation, the American 
theatre, 10r aIL its occa~ional flashes 
of genius and energy, had neither pro­
fessiona! tradition nor cultural status . 

. The present situation of a total lack of 
professional personnel trained ta meet the 
rigorous creative and technical demands of 
a continuing theatrieal operation, was the 

~ 
result of t~aining methods that were frag-
mented, disoriented and tota!ly lack~ng in 
the technisaI disciplines arrd standa~ds re~ 
quired of profes.sional musicians ,and 
dancers." (Houseman, p. 95) 

,/ 
'. ( 
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Mr. Hou'seman went on ta say that it was hoped that the example 

of the Music and Dance Divisions of the Julliard Scho~l would 

encourage the students of the Dra~a Division ta accept the 

necessity for a degree of vocationsl skill heretofore unknown • 

to theatre trainees in America • 
.. 

Since-fts founding in 1905"the School's tradition was 
" 

~at of a professional school with a somewhat narr,ow concept 

" of vo~ational training. In 1968, after a period of reassess-

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 ~ho aspires to a career in the ~erforming arts. lts 

new curriculum, while designed to give the student the nec es-

sary skills ta the highe~t degree'possJble, at ,the same time 

directs ~he student to a consideration of the entire art . 
.-

Thus the student is expected to have a broad knowledge of-

bis art, a familiarity with its history, its literature, and 

i t s t echniq ues, a s weIl as an under stand ing 'of the r elat\o~-
ship of his art to the social and cultural environment in 

which he will practise it. 

Like the Guildhall School in London, the Julliard 

School 'is a fully autonomous constituent me~ber of a pro-

fessional Arts Centre~ the Lincoln Centre, which is m~de up . 
of the major orchestras, opera and ballet companies in &ew 

o 

" 'York, as we11 as housing the Repertory Theatre, a?d the 

Library and Museum of Performing Arts. Any student, of this ". 

" 
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School is, bherefore, in daily contact with lea4ing artists 
( 

and performances of the highest calibre. The complex b~ilt 

for tlle School Dy the C~ntre contains model facilities for 

training in the performing arts and the emphasis of the 

School has always been on a thorough training for, and 

through, performance. 

To be eligible for admission to the School a s~udent 

must have as a minimum a high school graduation certificate. 

AlI applicants must give evidence of sufficient prior pre-

paration in their proposed m~jors to warrant consideration 

for entrance examinations. Admission te the School is based 

( 
mainly on the results of a competitive performance examina-

tion in the major study,. Only in exceptional circumstances' 

are students of over thirty years of age admitted. Annual 

tu1t1on fees range from $3,000 - $4,000. Completion of a 

chosen course of study i6 recognized by a Diploma. The 

degree of B.F.A. is awarded for the major study of Dance 

or Drama in conjunction with academic curricula. ~ 

Jullia~d, wh~ch accepts 25-30 students eacf year for 

the Theatre' Ce~tre, ia the only professional schoel wh1ch 

~, has clearly articulated objective criteria for the sèlection 

of cand1da;es: 
, 

./ 
IThe purpose of the audition ia to 

select not only individuals but a group 
which seems best prepared to enter this 
course of study 'and to woI'k together. 
Be'side - the -applicant' s present acting 
ab i 1 i t y, the r e for e , the j ury w 111

1 
con s i d:e r 

personality, physical and emotional equ1pmènt, 
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experience, and compatibility vith other 
elements of the class. 15 

141 

Applicants are required to prepare, w~thout the he1p of a \ 

, teacher or coach, two scenes of not more than five minutes in 
{J 

lengt~: one from the èlas~ical repertory, and the other from 

a play written within the last hundred years . 
.,. 

The S ch 0 0 l's con c e r n w i th a ca n d id a te' s e"m 0 t ion ale qui P -

ment, experience and ~ompatibility i5 not shared, or at least 

articulated, by the other 'professional schools in this study. 

Julliard's selection criteria and its broadly based programme 

represent a major advance in theatre training. 

The Julliard Drama School is unique in that it is a yro-

fessional theatre school which 'offers uni~ersity level PFo-

grammes. This policy is in keeping with the Julliard's .. 
tradition of ~ professionalism which ~elies upon more than 

the acquisition of technical skills. The four-year basic 

~trainin~ programme provides an integrated curriculum in . 

( 

DramatiF Interpretation, Techniques and Culture. The main' 
./ 

concerns are with Interpretation and the techniques which 

/ 

will increase th, actor's range of expression. Out of a 

total of 155 credits, 68 credits are given for Interpretation 

courses, 36 credits for work on Tec~niques, and the remaining 

15 theatre credits are divided among cou~ses in Thea~re 

History, Peri~d and Style, Dramatic Literature (studied by 

15 Info,rmation received in correspondéncé wit'h the '411 
AssocLate De_n,and Registrar, The Julliard Bchool of Music 
an~ ,Drama, ,.November 1980 ~', " " 

" 
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genre), and one three-credit course in Stagecraft .. In 

addition tq the basic undergraduate theatre curri~ulum, the 

students concurrently undertake an academic programme for 

some thirty credits. The course of studies includes required 

work in English Literature and Writing, the History of Western 

Culture, and one Psychalogy coursei e~ectives may be chosen 

from am~ng Foreign Languages, Literature; Music or Art studies. 

The basic training programme is similar to that outlined 

by Saint-Denis in. his book Thea t re which was b ased upon hi s" 

A~er~can lectures in 1958. Dramatic interpretation develops 

over the four-year period from silent, individual inter-

pretation to participation in ~hree public productions in 

repertory in the final year. The closely-related Techniques 

programme, based on ,body and voice tr6n g , includes 

the inner-life ski Ils and the outer t chniques of the 

bo'th 

class-

ical tradition. In the first year time is r divided between 

body, voiee and speech and cultural instruction. Great 

importance is attached to Improvisatio~ in its various pro-~ 

gressive phases, initially as _an aid to self-expression and 
1 -

later as an aid 'to inte'rpretation, while, at the same time ' 

the student is introduced ta non-dramatic and then d~amatic ~ 

texts. 

Durin& th~ second year emphasis continues on improvi-

aation, but at mid-year cultural, techni,~al, and i~OVi­

aational work and skills are joined with problems of !nier-

,pretation throush the study of plays of the past and present 

-' 

r 
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in as many different, styles as possible. 
~---

, 
The third year's ,work centres on ~nterpretation,' and 

plays from various periods and of different genres before a 

limited audience in the Workshop Theatre. In ,the four th 

year, three prcpductions 'in different styles are presented in 

repertory before the public. These productions are then 

scheduled for in-school perfo~mances throughout New York 

State. 

Although the Julliard programme is based largely on 

~int-Denis' concepts of_~heatre training, the four-year 
. , ~ ~ 

degree programme reflects the influence of the Julliard 

School of Music and i!s traditional ccinc~rn with a training 

in which cultural stud~es are regarded as essential to pro-

fessiona! artists. 

The basic training concepts voiced by Saint-Denis 4rre 

s~ared by many others in the profession, and in the decade of 

the 'sixties, largely through the efforts of the In~rnationaJ 

Theatre Institute, theatre artists from all over the world 
( 

began to observe and understand each other's methods. A 

general concept of training evolved in which Stanislavski's 

stress upon the inner technique was allied to the teaching 

of technical skills and studies,in interpr~tation. This 

integrated approach has Binee become the establ~ode ~ 

theatre training in both profe~sional schools and universi-, 
( 

ties. However, the degree of importance that Bhould be 

attached to cultural studies in actor training remains a 

1 
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subject of considerable controversy between educationa1 

théatre programmes and profe~sional theatre schoo1s. Curren t 

international trends are towards Liberal Arts training in the 
, , 

Julliard model. o \ 

Professional Theatre Training in Canada 

Professiona! theatre in Canada in the early 'sixties 

.. 
offered litt le scope for graduates of either the recently 

estab1ished _National Theatre School or the few' existing,u~i-
/ ' , 

versity programmes (see ch. 2). Theatre development in 

Canada had passed through four ~istin~t phases: (l)-the 

garrison theatres of the eighteenth and ear1y nineteenth 
( 

centuries, (2) the era of ,local repertory houses and visits 
( 

,~rom American ~nd 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 plctures, and (4):the rise in'the 'forties and 

'fifties of the litt1e theatre movement and university 

theatre. 

Theatre traditions in Engl~sh-speaking Canada owed much 

to those of ~ritain and the U~~ted Stat~s; and Canadian pro­
'1 

fessional,theatre had a sporadic and somewhat uncertain 

history unt~l the nationa11stic fervour of the ear1y 's1xties 

led to a renewed interest 1n the drama and encouraged the 

'" -growth of ind1genous drama and professional theatre companies. 

At the start of t,he 1965-66 season, noted Nathan Cohen, the 

English-language professiona! theatre 1n Canada consisted of: 

\ ' , 
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LTl en thea t re s acros s the coun t ry: 
stretching from the Neptune in ,Halifax to 
the Playhouse in Vancouver. We had one 
national toufin.s company, the Canadian 
P la Y ers, and fi v e g en u in e r e p e r t 0 rï e s 7' the ~ 
Stratford Festival, and the Canadian Players, 
the Charlo-ttetown Festival, Neptune, and 
Workshop Productions. We had six companie's which -
operat.-ed the /traditional 1at'e autumn to spring 
$easons, three which performed in the su~er 
on1y, and one whi ch began ~n mid-win ter atfd e,nde d 
in tne late autumn. We had three institutions 
(four, !i' you include the annua1 touring revue, 

':'Spring Thaw") ~hich were more than a dozen 
years old; and two - the Cha'rlottetown F,rstival 
and Edmonton' s Citade1 -' which were just ending 

a' 
~ their first season. We had three theatres with 

rehearsa1, wardtobe and production faei1ities 
on the premises. 16 

1 

Pro.f..essional theatre training in Canada prior to 1951 

"cons'isted main1<y of courses in acting and diction given by 

private teach~rs. ... Genera11y, trainee actors leatned their 

eraft with. professional groups in 
~ 

Canada, the United States 

or Britain, a1though many studied at British professional 

seho ols. 
, 

The teaching of Theatre Arts as an organized and 

'î!f 
ins t i tutionaliz eà pro c es s in Canada had i ts in cept ion in 

J,Quebec. ~. 

In 1952, Mon t real '5 Th"éâ tre d e Nouv~ Monde op ened an 

Act:Cn.2 school. 
_.~."" 

Staffed by members of the troupe it was a . 
fir s t a t t empt t 0 gi ve more compr ehensi ve tra ining t 0 youn g 

l' 

people with theatrical.ambitions. The company gener-

al1y recruited its actors from among the students of the .'" 

" 

,_ 16 Nathan Cohen, 
Canada", The Stage in 
13, No. BA (1967)', p. 

"Professional Theatre in English 
Canada, Theatre Year Book 1965-6'6, 

l' 6. 

\, 
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school wh!ch OR~rated for se~era1 years unt!l it had to close 
'''-l • 

for financia1 reasons in 1956: Thîs endeavour wàs' important, 

however f because: 
Î, '-, ' 

, [itJ. established the idea of ~ schohi \ 
whic'h, like the Old Vic 'Theatre School or t~~ 
Strasbourg School, wou1d combine in one autono­
mous organiJa t io.n the teaching 0 f aIl the 
disCipline,~necessary to the practice of the 
dramatic arts (actin'g, production techniques, 
~tage design) anQ the training.of young stage 
performers. 17 ' 

A second institution, the Conservatoire d'Art Dramatique, 

\ 
was set up in Montreal in 1954. Like RADA, the Conservatoire 

was 

,9 

a stronghold of the 'class~cal trkd~tion: 
• Il, 1 

, ~ 

Oriented essentia1ly to the study of the 
'Fr,epc,h classics, ,it ,fostered an i'd.eology of 
perfectioni~m in ~peech and movement, a 
height~ned s~nse of the dignity and rigour of 
the d rama t i,c ar t, JJ. pr of ound resp ec t f or tra­
dition. an appreciation for -the set ways of 
the theatre; a primacy of cor~ect diction and 

~ , 
a systematic ,rejecl:ion of local th'eatre. 
( C CR, p. 9 8") -

," 

/ 

The eX3rp~ 'af f orded ,b Y these two Bcho ols inspi red the 

~roponents of English-language ~heatre in Canada to 'suggest 

" l " 
a professional ~heatre school on a national basis which led 

to the es~~b1ishment of the bi1ingual Na~~onal TheaJre School 

of Canada CNTS) in Montre~l in 1960. The need for such a , 

school had bee,n voiced many -times over the y-ears, but it was 

'" 

l7.Report of the Commlttee of Inguiry into Theatre 
. Tra"ining in Canada. ,(Ottawa: The Canada Couneil, 1978), 
p. '9 8; he r e a f t é r c i t e d a sec R • A 11 f u r~i h e r r e fer en ces t 0 

th1s work appe~r in the text. 

, .. ~, 
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the Dominion ~rama F:stiva1 W~:Ch actively r~cognized the 

need in 1952 and approached Michel ~aint-Denis for his ad~ce. 

, ""<Ii' 
M. Saint-Denis, who had adjudicated widely in Canada, was 

unable to remain'here at that time and the idea of a national 

theatre schoo). remained :!n abeyanc"e unti1 1958 when Saint-
, -

Denis was able to return to Canada. .' 

A,~ ter s ev e ra l me e tin g s 0 fin ter est e d gr 0 u p san d 

,individ~als ce~tain basic decisions'were made in May 1958: 

'J;}' '" 
t· 

1. That a Canadian 'schoo1 shou1d be conceived 
~ng the 1ines of Saint-Denis' M. princip1es, 

apted to suit ,conditions, in Canada. -. , , 

2 • That it should be a national schoo1. 
y 

1 

3. That it should be co-lingual irl. the sense 
thet it would provide training in both 
French and English traditions under the 
same roof. 

'1 ... 18 
4. lt shoJ,1ld be comp1etely independent. 

"" \ 

I~ May 1959, the Canadian Theatre Centre agreed, to form 
-<>. 

, 1 

-a piInt comm~ttee,' with Michel'Saint-Denis as adyisor, which 
o' • 

wo~ld bi ~~trusted with the task ~f formu1ating pelicies and 

bringing the school into o~eration. 
1 . 

• 0 

T"he structure and' basic fou~ding phliosophy of the 

\ 
National Theat~e School were established by Michel Saint-Denis, 

~ 

~_===~o-=----_-_---:-~----:lt-8-canad ian -TItea tre Cenere Rec-ommend a tions , ,II A Plan 

\ 
for the Establ ishment of the Nation-a-l T'h-e-atre-School of 

( 

'-" ,... Canada - t;cole Nationale de Th~atre du Canada". Ratif1ed 
by the·'\a..oard 0 f Direc tors, C'anadian'" Thea t reo Cen t re, 
February 1960; hereafter cited as CTeR. AlI further re-
ferences to this w;;k appear in th;-tëxt. 

q 1 

" 
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Powys ~homas~ once a pupil of Sa~nt-Denis' and a graduate 

of the 01d Vic Theatre School in London, and Jean Gascon, 

Artistic Direct'or of "Le Théâtre du Nouveau Monde" and P 

treasurer o~ the Canadian Theatre Centre. lt was decided 
\ . 

~ .that, the school should operate in both English and French; 

that adole,cents only would be recruited; that the'length of 

\ 
training should be a minimum of three years; that the train-, 
li . 
ing wou1d be based on classi~al disciplin~s; and that the' 

\. ' 

purpose of the school would· be nto train actors, designers, 
1 ~ f" 

and technicians for the professionsl theatre" (CTCR, p. 7) • 
. \, 

The aim of the sat::hool was "to bring English and Fr~nch· 
Jr 

speak{ng s~u4ents together in one institution so tha~ by 

meeting and working together they ma~ become famil~ar with 

" traditions other than their own, and in time develop an 
o 

approach to theatr~ that will be both unique and Canadian" 

(CTCR, p. 7). 
----r 

Three factors contribute to the uniqu~ quality of t~e 

School: ~ Cl) despite its co-lingual structure, it has a 

, 0 
unified faculty and philosophy of tra~ning, ~2) the non-

}r, 
Academie programme" fdrces gradu"ates to seek employment in 

• a professional situation .•• "; and, (3) the School has no 
\ . 

.' 

seniority obligations to faeulty who, unlike their eoubter-
19 

____ p~rts~n Bolleges and universities, do not have·ten~e. 

't7 19 Philip J. Spens'tey, "A Description and Evaluation of 
the Training Methods 'of th~ National Theatre Schoo1 'of Canada, 

o 
Engtish Acting Course, 1960-68", Diss. Wayne State University, 
1970. . 
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The School has a large BoaTd of Governors, and is run 

by a, Board of Directors, which currently consists of V five 
, 20 

Members and eight Membe~s at Large. Its staff of s~me 

eighty full-time and part-time instructors are all workicg 

professionals, and each.year professiona1 actors and 

directors are invited to work with the students on a casua1 

basis. \ 
j 

The School offers training in both Acting and Produc-

\. 
tian, and an Anglophone Playwriting Section was introduced 

in September 1980. The Acting course provides separate but 

""-
similar training programmes for both French and Eng1ish 

Q ~ \ 

spe;kin~ students, whlle the Technical Pro~uction and Design 

cour§es are ~ilfngial in nature, instruction being given in 

the ins truc t,or' s laç.guage. The pr,o grammes of s tudy ~ 

described as "intensive, ar,duous, cha1lenging and creative", 

'ànd it i8 stressed that the ~romise of the Schoo1 to its 

students is not to produce accomplished artists but rather 

to provide them "witt.! a concrete basis on which {j.hey] 
21 

build Ctheir] art." 

may 

\ , 

Enrolment statistics for 1980-81 record a· total of 145 

20 From 1976-79 the Chaifman of the Board of Directors 
was Jean-Louis Roux, Artistic Ditector of th'e ,Th,atre du . 
Nouveau Monde. The Governors, members of the Corporation • 
and Directors form an impressive list of those men and , c 
women who contribut~~, and who still contribute, to Canada's 
professiona! theatre. 

21 The National Theatre Schoo1 of C~nada, (~ontrea1: 
Depot 1e~al, 197'1 P,~ 3. 
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stu'den,s including students in the Fi'ench-l-anguage seet.ion. 
, .' 

Enrolment has increased annually (see Table 2, p. 151). 

The division of students by section and course i~ deseribed 
.. 

in Table 3 on p. 152. In 1980, the schoel introduced a 

Preparatory yesr for promising students who, it was fe~t, 

were not ready for the current programme. Priority i8 given 

to Canadian students but the School does not determine 
l , 

enrolment on a quota basis aecording ta geographic region or 

province within Canada. (Foreign students are accepted when 

~pace is available). Ability is the deciding factor. 
\ 

Admission. is decided solely on the basis of talent.. and com-
22 

mitment, jugged through auditions and interviews. 

Auditions an~ interviews are held in ~ajor 'cities aeross 

Canada each year during March an~ Aprii. Aud~tion~·take twO 

days and ten-twelve candidates are seen each day. AlI students 

must have cornpleted high school at the time of admission and 

s'how sufficient knowledge of. the language and culture in 

which they plan to study. Acti~g Course ~tudents are accepte~ 
" 

only betwee~the ages of 1~ and 25 years, although exceptions , 

are considered in special cases. The"age limit for Produc~ion 

students is 30 years. 

Wh~~ the School opened in 1960, some thirty-two candi- ~ 

dates were selected from among 116 spplicants. In 1980, . 
seventy~sev~n candida~es were accepted from among the 818 

continued on p. 153 
\ 

22 Personal interview with Richard Dennison, Director 
General, Nations1 Theatre Schoo1, March 14, 1980. ) 
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T A-B L E 2 

NATIONAL THEATRE SCHOOL 1 1980-81 SCHODL YEAR 
. 

ENROLMENT / INSCRtPTIONS 

,.e 

" 
" ( 

Schoo1 :lear Numl>er of Accepted Total number of 
Annie scolaire can.didates cand:ftdates students enro11ed 

'1 

Nombre de Candidats Nombre total de,s 
candidats " élèves inscrits acceptes 

~ 

196-0-61 116 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 ~ 54 

. 
112 

1969-70 466 51 105 
1970-71 383 49 . 104 
1971-72 503 . 55 ) 110 
1972-73 530 55 117 
1973-74 592 59 / 130 
1974-75 ,631 52 118 
1975-76 649 52 115 
1976-77 582 54 109 
1977 -} 8 620 57 - 116' 
1978-79 610 68 \ < 126 

.1979-80 755 68 ~ 125 
1980 ... 81 818 

\ 

145 - 77 . 

Source: Informatio~ received in correspondence with 
the National Theatre Schoo1, NovemQer 12, 
1980. 
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NATIONAL THEATRE S~HOOL 1 1980-81 SCHOOL YEAR-

152 

,\ ~DIVISION_OF STUDENTS BY SECTION AND BY CLASS 

English Section: 
Acting 
Playwriting 

French Sec_t ipn: 
Acting 
-Playwriting 
1 year participation 

T~nicSl Section 

Design 'Section 

Preparatory Year 

" 

.-

lst 
r year 

14 
3 

14 
'2 

\ 1 

14 

10 

17 

75 

2nd 3t;d 
year year Total 

-

13 la ?'37 
.:.. - 3 

9 8 31 
2 1 5 
- - 1 

Il - 25 

9 4 23 
0 

1 
li u - - 17 

, 

4t 23 142 
> ' 

Source: Information received in correspondence with 
the National Theatre School, November 12, 
1980. 
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who had auditioned across Canada. Acting Course candidates 

,receive written instructions from the Schoo1 concerning the 
, / 

materia1 to be se1ected and prepared for the audition. Pro-

duction Course app1icants are se1ected on the basis ~f an 
, 

int~rview and a test, which must be submitted to the Schoo1 
( 

within one month of' the interview. Design Section candidates 

are required to sqow samp1es of their previous work. 

The auditions consist of pr~pared speeches from one 

c1assica1 play - chosen from a 1ist supp1ied in advance by 

the Schoo1 - and one modern speech chosen by the candidate. 

The modern text must be in a contrasting mood to that of the 
\\ 

c1assica1 piece. The candidates ~ork as an ensemble for two 

o~ three hours doing warm-up exercises and improvisations, 
o ' /th... 

which are observedl by the auditioning panel. Later, se1ecte,d 

individua1s per/form their prepared material. On1y rare1y are 

extra interviews or second auditions giv~n. Selection is-

based on ~he group observation and the individua1 test. 

The annua1 tuition fee is $500. Both Provincial and 

Federal Governments, as we11 as some privaté organizations, 

gr~~t loans and bursaries to students who meet their require­

ments. The Schoo1's 1ast pub1ished state~ent ~howed annua1 

exp~nditures of more than $1,400,000. The Canada Counci1. 

wh1ch has supported the Schoo1 since its founding, in 

""1979-80 provided the bu1wark of public financing with a 
, 23 <1 

-grant of $990,000. 

23 National Theatre Schoo1 of Canada, 20th Ann~a1 
Report, 1979-80 (Montreal: 1980), ch. 2, p. 3. 

, , 

1 

t' 

1 
1 



f 

• 154 

/ 

The Quebec Government owns ~he School's main building 

l '\" 
(leased at a dol~ar-a-year), and its facilities include a 

, large theatre, practice rooms and numerOU6 workshops as weIl 

'~faci~ities 'for training in ~he Qommunications media and a 

large library which, with some fifteen thousand holdings, is 
. / 24 

( 

one of the best specialist ~heatre libraries in the country • 
.. 

As might be expected, bec&use of the influence of Michel 

,Saint-Denis, t~e NTS three-year Acting Cours~ taken over six 

six i:: e en - w e e k s eJIl est et 5 i B sim il a r in man y w a ys 't 0 th a t 0 f 

the Julliard School. In keeping with Saint-Denis~ philo-

sophies, t~e pFin~ipal focus is on interpretation, the 

mastery of' technique ànd a high standard of professional 

discipline., The Acting course offers three years of study. 

The f ir s t year is d'evoted to ,two main areas, Voice and Body 

trainini, and the Btimulation of a creative imagination. 

The stud~nt is introduced to the techniques of rehearsal 

through constant, extensive improvisat~on and interpretation 

'of texts from many historical areas. In a.ddition to the 

core study there are classes in singing) theatre history, 

Canadian literature, masks, fenclng, ànd aikido. There is 
" 

no pubLic performance in this firat year. 

In the second yeir basic training of voice and body 
, 
continues, but now the student attempts to utilize technical 

..l:.4,Personal interview with Richard Dennison, 'Dire"ctor 
Gener"1:l, ,National Theatre Scheol, March 14, 1980. 
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disciplines as plays in a variety of styles ~re performed 

before invited audi~~ces.~nder rehearsal conditidns. Period 

and Modern Dance are also added to the programme of study. 

The third, and final year focuses attention on public 

performance. Basic voice and- body traini(ng continues, "while 

the s tudent a t tempts fu~ I-scale produc tians" both mod e rn and 

clas~ical, under the direction' of visiting professiona1s. 

The, two-year Production Course, is fOLr those students 

who wish to train as designers, stage managers, production 

managers or assistant directors. ,T~e ProduC:'tion programme 

normally offers two years of training; although a prepara-

tory year May be required of'~tudents with insufficient 
'- /]) 

~eneral back~round, or an extra year ~ay be offered to 

students of exceptional ability during which they design 

scenery and costumes for the School productions. The Pro­

duction programme i8 divided into two sections, o~e s~ 
oia1ising in Technical studies and the other in Design. 

Courses in the Technical' Section include History of 

thOe Theatre as weIL aS" Stage management procedures in 

rehearsal and performance, Theatre Administration, Production 

Management, Lighting and Sound, and an introduction ta the 

tech~iques of teleVisi~n, radio~nd film. D~ring the fir~t 
year, through theory and practice, the students learn the 

b~sic principles of theatre or$anization 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 
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for the'School's public performances, wLth particular 

}tte~tion to the needs and problems of the actor. ' 

The Design Sectibn provides instruction in the essen~ 

tials of Set design 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 co~rses in architectural rendering ~ techni~al 

drawing. ~These theoretical courses ,are given practical ex-

~ression through a study of stage carpentry and lighting, 

and the making of models,·sets and properties. Production 

and stage management courses complete the programme for the 

Design student. 

Dur~ng the first year, through theory and practic~, 
j 

the concentration 1s on the acquisition of skills which in 
, 

the second year are applied to particular plays th~ough 

~ractical 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 not 
o 

25 
undertake an academic training" has, however, çaused some 

dissatisfaction and concern. In an era when the entire . 

concept of theatre 1s being chàllenged, an over-emphasis on , 

a perceptual approach to theatre training 1s considered 

limited; the intellectual training of ~n artist 18 belleved) 

25 Marie Choquet, "Training , 
Formation,-" Scene - Stage Canada 
'(1971), p. 103. ' 

... 

for the Theatre - La 
Su~plement, ~, No. SA 
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ta be of equal importance in t~e formation of theatre pro-
" 

, 

fessionals capable of thinking out or ret~inking their role 

in society and the func~ion of theatre as an art of 

'.. 
communication. 

Because of ,its unique position,and conse~uent \rupons­
\Marion ibility the School is a target ~or much cr~ticism. 

/ . 
Andre voices the concerns of numerous members o~ the prof es-

sion and theatre educators with regard ta theatre training 

~n general-and thi NTS in particular. His objections may 

be summarized as follows: 
,,;v ... 

\ 

1. The concentratio~ on training 'craftsmen', 
"hired handslt with skills to sell 

2. 

3. 

" 4. 

The NTS, as presently structured, tries 
to train committed English speaking theatre 
artists outside the perime ter that defines 
English Canada - wi~hout the daily contact 
with the social, political and cultural 
influences that mould English Canada. . .. 
the result is that the students of the 
English Section have no clear raison d'être 
for their artistid exist~nc~ ... and are 

.-i propelled by a dream of personal achieve-
men t. (in New York. or Ho J,lyrood?) 

The programme of the NTS i8 basica11y 
designed ta prepare the young actor ta 
become 'af. instrument' •.• their training 
excludes 'aesthetic" disciplines, the 
study of the history ~f the,art in 
~en~ra1 and theatre arts in particu1ar. 

The scientific éxamination of what force6 
shape our actions and our behavibur have 
never ~een pursued with such urgency and 
intensity ... and' yet this inquiry -

oseemingly so close to what theatre pursuits 
ire aIl about, 18 ~on8idered ~aboo in the 
t ~ a i n ~ n g 0 f a c t 0 r 8 • '''-. \ 

\ 

• 
( 

" 
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5. Most NTS students entèr the School rat <­

the age of eighteen with a severe1y' 
liml ted educat'ibnal background." 26, 

158 

one, three and five are crucial and apply t? the ,--
maj ori ty_ of Br! tish and North Ame(ican theatre schoo1e) 

" 

~n~luding th~ CEGEP. Most professional theatre tra{ning i5 

~ased on the misconception that theatre i~ eimply and 

strictlya crErt, the skills of whi.ch cân be learned. While 

it is of course true that the craft of theatre can be learn~d, 

thi's' sim~listic view ignores the notion tha.t th~-jitre is the 

product and mirror of an entire cultural, social and 

s~ientific life. Today's repertory 1s strong1y oriented 

toward ~omplex social problems,~d current plays demand 

actors ~ho are capable of understanding and articulating 
f 

the concerns which the plays reflect. The broader and 

deeper th~ actor's general education, the better h~ will be 
\' 

able to interpret modern drama, as weIl as enrich contemp-

orary theatre through his abi1ity to re-interpret the , 
classtc repertoire. 

Current theat~e school polieies in Britain, the United 

States and Canada allow school-leaving age students, with -
p 

little or no Liberal Arts Humanities background, ta enroll 

in training programmes which are themselves lacking in thé 

aesthetic disciplines. Most schools pay no more than 
f 

26 Marion André, "'Theatre Training in Canada", 
Canadian Theatre Revi1ew, CTR 1,7, (Winter 1978), 31-37. 
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1 

l1p-serv1ce to the notipn of the need for theatre artists 

"J 
w1th a good cultural background. 

Other concerns with regard to the NTS were supported 

by the enquiry into theatre training commissioned by the 
, 

. ~ 

Canada Couneil. "Many people e:lC.pressed coneern about the 

location in Montreal of the Eng11sh section of the'School. 

The gen~ral feeling is that the \tudents are isolated from 
, , ' 

the mainstream of Eng,lish-language Canadian th!'atre" (CCR, 
( 

,-p. 13). lt was also felt by some that the "c~nt'talizing of 

training ••. robs~ the regions of peop'le who might build at 

,< "'-~~ grass-roots level". (CŒ, p. 13). 

) IEspired by the celebrations for the national. Centenial 

( 
\ 

,in 1967, there was a gro-wing concern for a Canadian identity 

and ~ Canadian culture; a growin, interest in the Arts in' 
b 

genera~, and in thea~re in(partie~lar. In the major èities 

across C~nada this led tO
l 

the construction of Arts Centres, 

civic theatres, community theatreJ,· first and second-stage 
." , , 

theatres, as weIl as the gro~th of a network of alternate 
, ~ , 

theatres, university th.eatres, street theatre groups, hap-

penings. and amateur activities of varying ~egrees of com-

petence and sophistication. This helghtened awareness of, 

• and interest in, theatre created a,need for competent ,.. 

actors, technician~ and directors; Certain regional pro-
, 

fessional theatre companies, such as the Manitoba Theatre 

..... 
Centre in Winnipeg and the Vancouver Playhouse, and the 

Citadel in Edmonton, along with a sma!! number of community .... 
col!eg~s acroas Canada, began to cffer theatre trainiJg 

( 

.-

) 
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programmes. While these ventures are not of the seale of 

the NTS. they nevertheless offer examples of theatre train-

ing across Canaqa, othree of which are described briefly 

below. cl 

. The Manitoba Theatre Worksho~ (MTW) i8 a by-product of 
o 

the Manitoba Thea~re Centre wh~ch. for more than a decade, 
o 

has been, "with the exception of the Stratford Festival, the 

single most important theatre institution in Canaa~. With 

its School, its tours, and its main programmé it'was\th~ 
" very model of what a community theatre should be," wrote 

27 d 

Nathan Cohen in 1966. 

\ 
The MTW, a professional community theatre arts centre, 

runs a school fo'r 250 students ranging in age for01ll eight t~, 
rr-

the mid-forties. Even older students are invited to parti-
, 
cipate. "The students exp~ore such areas as devel'opmental 

, f • 
y drama, creative movement, mime, improvisation, acting 

tech9iques, expe~imental ~peatre, 'performance and produc-

tion. Students attend for a v~riety of reasons and have a 

/ 

wide range of 'ability. 

In Vancouver, B.C., the'Pl~yhouse Theat~e Centre, of 

which the Vancouver Playhouse is a part, is the main theatre 
• 

resource for the province. The Playhouse Acting School, Iun ~ 

, 
by the Theatre, offers t~o professional training programmes: 

"'" one, a two-year actor training programme, and the other a ~~ 

17 Cohen, p. 7. 

/' 

',. 

~"1" 
,. 



o 

.. 

• 0 

, ... 

c) 

,,,, , 
1 

1 

.. 

( 

, 
'ft 

161 

'4 ' 
f, seasonal apprenticeship programme. \ 

28 

TheAt~o-year profèssional acting programme accepts 

,. l "'-' 

, twelve students, selected by auditiort, only every ~wo years. ~ 
" , 29 

. ~ound~d by ,~e late p,~~ys Tpo:as,.:, ~he School 1s run by 

~hree fu11-time and' seve'ral part-time prof.lsiona1 teachers: 

\ 
Tuition and prattical ~ork form the basis of the first year 

1 

\ studies, and these continue in the second year although the 

~Umain' thrutst th,en is on public performance. 1 fltuden~s ,are 
" . 

cast in a max"imum ·of three prorluction..s of the Playhouse .. 
o 

Q " 
A~ting Companies. ~ . , 

~igh school graduation i8 said to be ~he academic 

requirement for ~ntrance, but this i8 not compulsory. The 
, 1 

age range, ~f the s~udents accepted'is 'bet~een 18 and 28. 
, r 

The fees ar~'$875 an~~ally, with an assess~en~ of $1,200 ~ 
. » ~ ~ ... , 

~efunded 'as a weekly'allowance. /A;raduates of the Schoql 
~ 1 "'"' 

• f -

rec",eive a 'd';l.ploma. \ 

~ j) • • \. 

"'An apprentie~ship progl"am~_ is offered -t-hrough Canada 
, , 

l, 

,l 
Manpow'er, whi ch 8ub s idizes .8 ix appren t iees f or one seas on, 

with a weikly salary dE $145 pet person, 
), 

The intention of 
If')' '0 li 

this 'pr,oject ia to l"ov~e "second stage training" and work 

• 
exp,erie&c.e for individuals wJho a"lready have a basic train--, 

ing, or elementar~ 'exper'ience in the technical aspects of 
, ~ 

rJ''' the.tr.e, but who have ne'Ver' been ~ff~red tlle op~ortunity, to 
\ , 

~.,: 1_ l ", 

_ 28 lt is intëres'~ing' to' no'le 0 that the canad~" Coun~il 
~ Committee include~ _th!~ SchQ01 as one of ~?e three it con­

/ ~1dered which' of f ered prof es 8 ional ac tor \ training {Ç.9~;, . . p: 81'. 0 " , DII' • 
t b 1 Ir 

.tZ9 The firat ~'Artisti'ç 1>irector of the Englis,h Acting 
Sec~ion, NTS." \ 1,-

, r .. 
; , , 

o 

v 0 

... 

1 
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refine vhat they have learned at school by working in an 
30 

actual professional theatre situation . 

• Also in British Columbia five community colleges, 

1 éamosun, Capilano, Selkirk, Douglas and Vancouver City 

College currently offer two-year professional programmes 

leading to a general diploma. Tuition~fees range from $250-
, 

$450 per y~ear. Of these five colleges fnly/one, Camo5un, i5 

associateJ vith a th~atre"although some senior -students at 

Vancouver City College may vork vith a professiohal company, 
.... 

West Coast Actors, from time ta time. The available infor~. 

mation indicates that City College off ers the most compre-
31 

hensive and sophisticated programmes. 

( 

One oeher example of professional theatre training in 

Community colleges is"to he found in the programmes of drama 

and theatre at the Colleges of Appli~d Arts and Technology 

(CAATs) in Ontario. 

l , 
Some twenty-tvo colleges, consisting of more th an 

,} 

eighty-eigqt campuses, vere establishe~ in the mid-'sixties ~ 

to serve the needs of spe~ific regions and were envisaged 

as playing an impo~tant role in their communities. These 

colleges are neither universities nor "extensions of the 
, 

secondary f;chools. They are similat' to the CEGEP ,in that 
• 

. they offer students an opportunity ta broaden their 

CTC 

30 Information received'through correspondence vith 
vancoUVer(PlaYbOuse S~~~ol, "va~couver~ January 1979. 

31 <l' -, 

For 1 rther details on.these programmes see the 
the~~re Directo!y. 

f' 
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education,<and provlde career~oriented_ post~secondary pr9-

grammes. CAAT students, un1ike their CEGEP counterparts, 

pay fees ranging from $300-$400- per year. While it is not 

intended, t~~ the, colleg~s should, act as feeder institution'S 

.. • j 

for the universities, non~~~ graduates may qualify on an 

individual basis for admission, or even for advanced stand-

ing at university. Placement .sta~istics show that'up to 

90% o~ the graduates either find-jo~s or continu~ with their 

studies. fBusiness a~d lndustry rely on the'colleges as a 
\ 32 

source of well-qualiffed ,manpower.' 
1 

At most coll~ges ~rogrammes are grouped into major 
, 1 

di~igions such és - Appl{ed Arts, Buslnes/, Health Sciences, 
, " 

Technology~and ~~tension courses. In the ,;978-79 academic 
\ 

year ?nly fou+ of the twenty-two ~colleges and Ryerson 

Polytechii~'institute in Toronto offered programmes in 

theatfe: Niagara, George Brown, Humber and Sher~an, which 

are close ta centres of professional theatre activity in 
the roronto, Stratford and Niagara regions. 

The theatre progr~mmes are designed to train students 

- . 
icr professional ~heatre, chi~dren's theatre~ and commu~ity 

, 
thea t re' • They a1so give pre-university professional train-

... 
ing for poteRtial teachers of ~heatre. A further function 

of these programmes ls to of fer to thei~ communltles serious 

,,' 

32 The followi~g brief out1ine of the,Ontario.programmes 
was.obtalned by this rese,a~c'her in a °preparatory and ln 

,depth study uâdertaken in 1977. Further information may be 
obtained from the Report ot the Community ~t1~e~es Commlttee, 
Ontario Association,lor Continuing Education, The Communit~ 
Col1eges and Their Communit~es (Ontario, 1971). 

( 
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theatre of a professional standard, especially in those 

areas in which there are no professional companies. 

Admission requirements for the programmes differ 

slaghtly at each college, but as a rule aIl students must 

be interviewed, auditioned and in some ca'~s recomménded 

fo~ admission to the programmes. The OntariQ Secondary 

School Certifi~ate, or its ~qUiValent, i~ the basic require-
" 

ment for college admission. Mature applicants may qualify 

under current guidel~&es'and regulations. 

The program~es are, set up for ei the'r a two, or three--

year diploma, taken over four or six ,semest~rs. . R,yerson 

Institute offers a three-year diploma with a fourth year of 

professional training for actors only. In most cases the 

third year is optional or offered only to exceptional stu-
1 

dents. " i This is mainly an intern year with a professional 

company, and may'be spent anywhére in Canada, or even 

occasionally in England or E~ope, and is arranged through 

the c,ollege. AlI of the colleges have contact with one or 

more professional theatre groups, ' and -'scme colleges have 

• advisory boards comprised of top professionals in'the enter-
- ' 

t~inment industry~ 
,~ 

("'~he Ont.ario programmes differ from those of the CEGEP 

in that the thruat i~ most colleges ia toward tec~nical 

trainin~, and acting ie an elective. The programmes consiet 

of tWD years votational training, rather than three years as 

in ~uebec; the students are requir~d to take on1y two basic 

( continued on p. 16& 

( 

" 



--

- --

Co11ege 

Canador 
~-
Confederation 

-- ---j-
Geo-rge Brown 

Humber 
~ 

"" 

Dip. Arts Courses 
Estab1ished 

1971 

1972 

19.] 5 
"'-

1971 

* 

'" 

TABLE 4 

Diploma Yrs. i St~ff 
+ Intern Yr. 

2 

2 

2+1 

3 

~, 

l- 2 r 
, Aqvisory 

6-l, Some are 
part-tithe 

- -----, 

Niagara 1969 2+1 6 

Shertdan 1974 i+l 7 

St. Clair 1971 2 

St. Lawrence 1973 2 3 J 

Ryerson .; 1971 3+1 42 
cc 

~ 

Key information not avai1~ble 
* not aIl courses given in every co11ege 
x indicates that the programmes have been discontinued 

Ontario CAAT Theatre Programmes 1970-77 

: 

Enro1ment 
75-76 7~-77 

15 x 

4 x 

14 20 

24 35 

---------
38 52 

44 50 

8 x-

20 x 
-------

179 

Source: Ontario Ministry of Education, Community Colleges Division. 

--, 

.. 
~) 

*Courses Available 

Set Design and 
Const~uction, Scene 
Painting, Sound, Lighting 
Costume Design, Costume 
Construction, Properties, 
Masks, Make-up, Produeing 
Stage Management, frFont 
of H04sei~~heatre Admini­
stratio~, Dlreet1ng, 
Acting, Creative1b;ama/ 
Improvisation, Mi~, 
Voiee and Speech, Move­
ment/Dance, Musical 
Styles, SLnging, Musical 
Theatre, History of 
Theatre. English (Drama), 
Play and Script Ana1ysis, 
Composition (Lyrics), 
Children's Theatre, 
Camera and Video, 
Apprenticeshipè. 

~ 
a­
v. 
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humanities courses - Énglish 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 th: transmission 

of techniques and with more preparation for musical 'theatre 

(see p. 165). 

, / 

When the Canada ~ouncil for the Arts conducted its 

enquiry into th~atre training it found that by 1977, in the 

anglophone community of Canads, there were "at least 22 
, '* 

ins t i,t u t ion's whos e pr 1mary func tion 1s st a't ed ta b e the 
, ,1 

training of students who aspirè to be professionally 
~ 

emp).o~ed in a variety of theatrical activities" (CeR, p. 9). 
, -,--

The Committee foûnd that full~time trainIng sChools in 

Canada fall into three ~ategories: 

Exc 1 us ive ly p roif e,ss iona 1 t rainin g sc ho ols 
and conservatori~s.' 

2. Communi ty colleges and the CEGEP, and 
1 

3. Univ~rsity theatre departments (CeR, p. 9). 

The programmes, offer~d by the universities do not fa1l 

within t~e. scope of th1s study, but it 1s worth noting that 

the Committee felt that, 50 far as the majority that were 

canvassed were concerned, "there 1s real confusion 'as to 

what const1,tutes a professional programme" (CCR, p. 38). 

It 1s w1th1n the framework of international and national 

theatre training studied in this chapter that the programmes 
} 

in the Montreal English-language CEGEP must "be Qstud1cd. 

, ' 

.~. 

( 

, 
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Any study of CEGEP theatre programmes must consider 

the nature of the institution and the unique situation of 

Professional Theatre training within th~ institution. The 

programmes offered by the English CEGEP, Dawson an~John . 
) 

Abbott, will be studied in terms of their origin and develop­
J 

ment from 1967-1980. The unique qua1iby of the programmes,· 

the sim1larities, differences and- the particu1ar problems 

of the CEGEP, as compared 'with the ma'j or theatre· schoo1s 
',' 

examined in the previous ,chapter, will be explored in 

relation to funding, facilities, staff, admission policies 

and curriculum. 
( ,'/ 

Historically, there ls a profound difference betweep 

the CEGEP progx:ammes. ana those off~red by the p'~ofessionar 

schools in tendon and New York or even t~e NTS. 
....... * 

schools have been' in the making for a long time, 

The »~i ~ish 

anà 

their programmes were init~ated by distinguished, active . 
members of the profession. They were based on'clearly 

articula~ed philosophies and internationally recognized 

ideas of ~hat theatre was about. Julliard and thè NTS 

employed recognized figures as consultants who,\in response ,_. 

to a c1early articu1ated need, set down an agreed philosophy 
\ 

and methodology, and plann~d a carefull~ developed programme. \ 
\) 

In comparison, Thé"a~re 5,61 in the CEGEP was serendipitous in 

origin and gTOW~~. 

The Canada Council Committee concluded that "theatre 
u 

.. ~ -"~II 

training in Quebec has developed more through 8pontan~OU8 , 

f 

( 



" 

response to artistic and humanist needs and individual 
1 

initiatives, formalized after the fact by the public 

169 

authorit~es, than as a resuTt of a rational study of the 

prof es sion' s prae t ical req uire'men t S 0 f a p lanned supp ly ta 

.. meet a calcu1ated d-emand" (CCR, p. l)~ Wh1-le there is little 

eVide~~~o suggest that the practical requireme~s of the 

professio~ have ever dictated the number of theatre schools, 

the Counc~l's fiddings accurate1y describe the origin and 

-- , '-' 

1 

ev01ution ~f the Quebec Professional Theatre programmes. 

The Eng1ish-language courses in particular c1ear1y owe their 
y 

inception ta individual initiative in respohse ta student 

inierest rather than to any objective1y-demo~strable need. 

The first three-year professiona1 theatre programme at 

an Eng1ish CEGEP was instituf'ed in response to an app1ica-
b 

tian made by Mr. Victor Knight of Dawson Co11ege. Initia11y, 

in 1969, Dawson offered a Theatr~ Wprkshop which was 
t 

officia11y a Libe,ral Arts Drama programme, ,but the founding 

co-chalrmen werehmore interested in professiona1 theatre 

training. When RADA'held its North American auditions in 
( ( 

1972, out of som~ four hundred students from aIl over the 

"" continent who auditioned, only three were successful. Two 

of ·these were students from the Dawson Theatre Workshop. 

Both instructors con"cluded that they "must be on the right 

track", and the decision was made to apply for profess1.onal 
~ 1 

training status • 

. 1 Persona1 ifiterviews with Professor Henr,y and Mr. Knight, 
Dawson ~College, Montreal, September 16, 1977 and April 18, 1978. 

/ 

J 

\ 
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The Government eventually agreed that such a programme 

should he started, but allocated no capital funds to ~t. and 

designated that-it be located a~ John Abbott Coflege sinee 
2' 

Dawson already had several ~rofes,s:onal progra(mmes. 

Although the deeision was somethipg of a Pyrrhic vic-

tory for Mr. Knight and Professor Henry, they agréed to 

eollaborat~ on the project with their John Abbott eo~leagues. 

ln 1973, Dawson and John Abbott entered into an official 
, 

àgreement ta share Pr~fessional Theatre Training 051. ln 

summary the terms of the agreement were as follows: 

1.' As the progr~mme was off~cia1ly offered 
onJy by John Abbott College, aIl studen.t 
applicat~ons mus~ be propessed through 
that College, and successful applicants 
register~d as John ~bbott students, 
registration to take place at that College. 
Class lists and off~al transcripts for 
the Dawson College Campus for Professional 
Theatre çourses would be provided by John 
Abbott College. ~ 

2. Entrance auditions would be held before a 
committee mad~ up.of instructors from both 
colleges. 

3. The Production Option would be offered st' 
John Abbott College on1y, and Dawson 
students wishing to enrol would hav~ to 
attend at the John Abbott campus. 

4. The entrance quotas to be: 

John Abbott 20 Acting 
20 Pt'oduction 

Dawson 20 Acting. 

2 Personal interview with M. Part;M'ontreal. May 10, 
1978. 

\ 

( 
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6. 

~ ~ 
The third year of the 'programme wou Id be 

, offe~ed at John Abbott on1y, and if in­
suffic1ent numbers enrolled at any time, 
~ohn Abbott College alone would offer 
the programme. t , 
Dawson would su~plY'the instructors 
required for the Act~ng Option but, in 
an ~ffort to assist for the coming yêar, 
John Abbott, would employ the equivalent 
oi one fùl1-time instructor who would be 
~at~o~~d at DawsoF Coll'ge to give 
Professional Theatre courses; the 
instructor would be chosen jointly but 
woùld enjoy a~l the rights and privi­
leges of a ~ohn Abbott teacher. 
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7. Dawson College would make avai1able the 
'fac~lities required for the Acting Course, 
and John Abbott the scene shop and re1ated 
facilities at ~e Kirkland campus, for use 
by Dawson personnel and students. _-"f-'-... 

,-

8a No capital funds would be made availab1e 
" for the programme at Dawson during the 

term of the agreement. John Abbott would 
make availàble up to equivalent of 
$2,000 (this was to be increased ta 
$4,000 du,ring the second year of the 
entente) in materials or services for the 
production of plays at Dawson College, 
the budget to be contr~lled by the 
Dep~rtment Chairman of John Abbott College. 

9. That the agreement could be cancelled by 
either party at the end of any academic 
ye~r, notice to be given by Febru.ry lst 
of the preceding year.3 

,\ 

'Theatre 561, as it is now designated..,' was conceived i~ 

the wake of Parent and Rioux recommendations amidst the ( , 

~ cultural fervour of the Centennial when there was a strong 

3 Memorandum of Agreement -
Dawson and John Abbott Colleges, 

'\ 
, . ;: 

• 

l 1 

Prof~ssiona1 Theatre 051. 
October Il, 1913. ) 

\/ 

p' 
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demand for aIl Arts programmes. Th~ only models on which 
) , 

the CEGEP could draw were the B~itish and American schools 

and the NTS. Initially, in creating the CEGEP programmes, 

Mr. Mallough said that it was felt, important that they 
t =-

would not be merely copi~s of the National Theatre Séhool 

programme, if for no other reason than that the colleges ' , 
did not have the equipment, facilities or staff or budgets 

4' 
needed for a sapnisticated operation. 

The notion that a,theatre training programme may be 

tailored ta me~t the needs and resources of a particular 

situation suggests that the founders of the ~rogrammes were 

arguing after the faet of a created, rather than a rea!, 

ne ed f 0;' prof es sional thea tre tra;l.nin g.. Such a no tian also 
-.. 

, 
~resupposes that ther~ i8 n? objective bod~ ~f information 

l " that an actor requires to prac~ice compétently as a p;o-
1 

'fessional. In arder to meet the obj ective requirements of 

actor-training thete is a minimum level of resources in 

terms of staff and facilities without wh~h a vocational 

programme cannbt be professiona1ly comptt~nt. 
,~ 

, In the abs'ence of a cleaVly articulated need, without 

a st.ted philosophy or an agreed methçdo1ogy, and with much 
~ / 

less tban minimum resources, !heatrè 561 was inaugurated . 
• 

It,says much for the dete~m~nat±on and initiative of its 

founders that the' programme surv1ved. The entente was in 

4 Personal interview with Mr. Mallough. M&ntreal, 
September 21, 1977. 
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effect from 1973,-74. Unfortunately, it proved unsatis-
\. 

factory to both parties, given the highly competitive nature 

of such programmes and their widely separated locations. 
1 

After the dissolution of the entente in 1974, Dawso~ worked 
.. 

alone to deve10p its own actor-training programme, and , 
" fina11y received official permission to offer it in 1975. 

At John 'Ab bot t C ollege» the 0 riginal pro gramme» Jwhich 
( f' ( - Î-

'-, consisted of the Acting Option witb some courses' in Pro": 

duc t ion, wa s exp anded to inc lude a full Produc ~ ion programme 

in 1975. In the same year' 'the Th~atre DePJrtment b~came 

ac t i vely in vol ved in the Comi té' de, Coor dina t ion Pr.:.ovinciale 
5 

de l' Ensei gnemen t du Th~~tre. The commf t tee had, i t S origi:n, 

r~ tI' ( / 
in a recommenda t ion by' DGEC in 1974, thr ough M. Clement Pare, 

'1 
that the French CEGEP which offered Drama 'Theatre programmes 

\ 6 
should coop erll.te and \change ideas "wit h the English CEGEP. 

Initially, the suggestion met with l..:!;tle successj but in 
""f 

April 1975 an attempt was made to create a committee to 

-
study theatre programmes on a provincial basis; M. Claude 

, 
Grise, Chairman of Theatre at College Bourgchemin. in St. , . ~ 

Hyac inthe, ,acted as Coordina tor. 

"-
John Abbott was one of some fifteen colleges who 

attended the initial meetings and 

important and equal part with the 

su~equ;nt~~ played
J 

an 

Fre ch CEGEP in th-e wo~k 
\ 

\ 

5 ~ee ch. 
d. 

1 ~ 
6 DGEC - Direction Generale Ens,eignement Collegial 

~' 

• 

1 
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of the Committee. When Dawson received its official per-
... 

mission ,to offer the Acting Option in 1975, the chairmen 
; 1 

of its Theatre Departmerot were invited to join the provin-

cial committee and work with the other co11eges on the 

planniQg and coordinatioon of the prOgrammer' Dawson "did 

not respond to this invitation and did not contribute to 
7 

the programmes 4eve1oped by the Co~mittee. 

The Committee's deçision to concentrate its efforts r 
initially on the profess~onal theatre training programmes 

resu1ted in an-agre~ment amo\g the thre~ participating 

CEdEP upon a programme 'grid' or ~rille' as it i~ called in 

the reports, for two profe~siona) options - Act~ng 561:01 

and Production 56,1. 02. ~ By 1978, th~ Committee had esta-

blished an agreed outline fot -th'e programmes, including 

ohjectives and cQurse content. ,The proposed programme was , . 

submitted t'o DGEC's department, 'Services des Programmes'" 

whicb has the final word in terms of programme con~ent and 

time allotment." In 1978, it was decided ~y the nepartment, 
" "-

after severi1 menths of study, \hat the 'acr'oss the board~ 
"l .,1 

maximum work load for every CEGEP student should be fort y-

five~.6urs p~~" wee,k,. ma,de up 'of class time, ~aboratory 8f!.d .. , 

, .. 
~> 

persona1 preparation, time. 

"' , 
The pl'œgramme submitted to DGEC by the Provinc;i~1 .. , 

Committee in 1978 c~tained severa! discrepancies in time 
"", 

17 
1978. 

Persona1 intetview with M. P~r{, ~~ntre~l, May 10, 

, 
, ' 

.', 

" 

,\ 

.\~ , , 
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.r.;l 

a110tment and programme content among the t_hr~participat-

1n'g CEGEP,. and demanded a degree of f1exibility unaccep,table 

to DGEC. 

As outlined by the Committee in their report, the 

programmes consisted of three 'core' courses - English, 

'Humanities and Physica1 Education (obligatory for aIl CEGEP 

. . 
students and without which they may not graduate), a 'trunc , 

commun' and 'specia1iz'at ions' . The common-trunk courses 

-~re-b~~c theatre courses given by aIl three participating' 

CEGEP - John .Abbott, Bourgchemin an~ Lione1':Groul~;. sfe-. , . 
c ial iza t ions were cour ses gi ven only' as ind i.'cà ted a t eac h 0 f 

8 
the three co11eges. 

" 
A study ~f the planned tpeatre grid 

below shows that not on1y were two co11eges in excess of the 

• 
maximum but that the number of hours_va~ied considerably 

( 

between the three colleges. 

co~~-
John Abbott 

Lionel Groulx 

Bourgchemin 

J.A. 

L.G. 

Bour gchemin 

Programme 

561. 01 

561.01 

561. 01 

561. 02 

561.0'2 

561.02 

. 
Hours per 

lst yr. 2nd . 
61 57 

51 56 

45 45 

54 ·53 

52 57* 
49+ 

42 50 
* technique + 

Cl 

8 See Tables 5 and "6, pp. 176 and 177. 
~ 

Week 
yr. 3rd 

52 

46 

) 27 

48 

22 
26 

32 9 

conception 

yr . 

9 This information and the data for Tables 5 and 6 was 
co~pi1ed from the Provincial Committee Report to 'DGEC, and 
lent to the researcher by Mr. William Surkiss, Ch1~f Admin­
iBtrar~c Artis and Letters, John Abbott College, Montreal, 
June 1978. . 
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COURSE GRID FOR THEATRE 56'1.01 
FOR JOHN ABBOTT,.LIONEL GROULX 

'AND BOURGCHEMIN COLLEGES' 
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Common !runk Course No. Semesters 

Movement 

Improvisati.on 

Dramatur,gy 

In terpreta tion 

*Voice 

*Make-up 

*Mime 

*'1'ext 

~ Given by aIl three colleges but 
grid as SRecializations 

Specialized Courses 

.' 

listed 

6 

6 

,. 
4 

6 

6 

2 

2 

4 , 
in Othe 

. 
course 

(other than or in additio~ to thos~ above) 

John Abbott 

Introduction 
to Production 

Fencing , 

. Ac t ing ~.a.b. 

Musical 
Interpretation 

Au\dio-V,isual 
Tec.hniques 

Mime 

Texte 

Dance 

2 

2 

6. 

2 

2 

2 

2 

4 

Bourgc:hemin 

Technique du 
Geste 

Dramaturgie 

(numbers i~di~ate semesters) 

2 

2 

Lionel Groulx 

Introduction 
to Production 2 

Acting Lab 6 

Technique 
Vocal 

Camera 
Acting 
Technique 

Texte 

Psyc;holo­
gical 
Perception 

4 

2 

2 

2 
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TABLE 6 

COURSE GRID FOR THEATRE 561.02 1976-77, FOR 
JOHN ABBOTT, BOURGCHEMIN AND LIONEL GROULX COLLEGES 

17.7 

Concentration Courses (Common Trunk) No. Semesters 
. t ., - 4 

q 
Theatre History (Dramaturgie) 
Stagecraft (Techniques Scêniques) 
Scenography ~ 

Scenic Drafting (Dessin Scinographique) 
Set Design (Conception du D~cor) 
Costume Design (Conception de Costume) 

2 . 'Q.' 

Specialization Courses 

2 
2 
:2 

(other than or in addi tion to thosè ,above) 

John Abbott Bourgchemtn 

Production Lab . 6 Dramaturgie 

Costume 
Execuntion 

... 

Drawing 

Lighting 

Theatre 

Conc.e"ption 
6 s'patiale 

2 

6 

et pictura.le 

Dessin-art 

Dessin 
S'cénographique 

Lionel Groulx 

2 Dessin 

lni tia tion à 
ltinter-

6 pr'ètation 

4 Labo de 
Production 

2 Histoire du 

4 

4 

'. Managemen t 2 .... 
.-

decor ou 

History of 
Costume' 2 

Scene Painting' 2 

Set Design 2 

Stagecraft 2 

Costume Design 2 
-

Proiferties 2 

Theatre 
Architecture 1 

2 

.Independent 
Research Project l 

Production 
Radio - T. V. 

(nos. 1ndicate semesters)' 

4 
costumes 

Introduction au 
,métier de la 

Scène 
, 
Eclairage 

1 
Regie 

Son 

Tehn1que des , 
Materiaux 

Moyens audio­
visuel 
1 

Conception , 
decors 

Conception 
costumes 

Techniques 
scé'niqU~S • 

4 

) , 

) 
2 ) 
, ) 
4 ) 

) 
4 ) 

) 
2 ) 

) 
) 

2 ) 
) 
) 

2 ) 
) 
) 

2 ) 
) 

2 ) 
) 
) 
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Many 9i the di~crepancies occurred becàuse of t'hoe 

d~fferences in the number of ~pecializations offered by 

It ~hou1d a1so be noted that core 

courses dld no~ extend into the th,ird year, and that, 
t • 

because of performances ~ third Y'ear students' actuà1 work 

load ws:s much heavier than the f,igures indicate. , 
8 1 

The work load led to a second point of contention with 

the Department of Services. The grid an~ course demands 

were so hèavy that although the three core programmes wer~ ~ 

inc1uded,no time w~s permitted for the student to t~ke 
10 

them. DGEC therefore refused ~o accept the theatre-grid 

as presented by the Committee, and would not a110w its 
l 

inclusion in the Cahier until such time as the grid and 

cour&es were revised to bring the hours in line with otper 
.11 

CEGEP professional ~rogrammes - on paper at least. After 

the successful ~omp1etion of 'Phase é' of the Committee's 

work in Februa,ry 1979 (the preparation of t"he gri) for 
1 

. - / 
acceptance by DGEC's Department of Programmes), the pr~gramme 

~as included in the official Cahier for 1979-80, and became 
. 

a mandatory course of ~tudres for professional theatre train-, . 

~ ing throughout Quebec. One major revision made by t~e 

lb At that time Physical Education could not be taken 
in any case, due to the lack of facilities in the Engl1sh 
CEGEP. 

11 Personal interview, 
1978. 

1 

;' 
M. Grise, Montreal, .Apri1' 28, 

\. 

, . 
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Committee was 1n Production, which has now been divided into 
-

three options •• The revis~d theâtre programme currently 
.,1 

consists of Theatre 561.01 Acting; .02 Production; .03 
12 " - , 

Design, and .04 Techni~al. The options and curricula as 

offer·ed by Daws'on and 'John Abbott Colleges will be studied 
, 

in) detail l\!f.ter in this chapter. 

The development of aIl areas of CEGEP, programmes has, , . 
to a large 'extent, been determined by the public nature of 

" 1 .' 
i • 

th\e institutions and government policy in the funding of, 
0\ l 

~ ___ /~~Po~~t-second~ry educati,on., The prlactice is to ailot so 

maqy dollars per student per course • Therefore, almost . \ 
every university a'nd college department is under pressure to 

offer popular courses which can be accommodated in largè 

classroom~. This policy creates an unfortunate degree of 
• 0 

competition between departments, frequently, te' the detriment-
~ . 

of quality programn/ing - a ,situation peculiar to the public 

• • institutions of higher education. The CEGEP must meet their 
10 

quo~ for a specifie enrolment~ and, inevitably, "classes 

are often too big and students permitted to enter a pr~gra~ 

and remain in ar'to keep, up the numbers" (CCR, p. 47). 

l ': 
The CEGEP theatre training s~tuation 1s unique in eom-

parison with the professional schoels studied in·Chapter 

12 A fifth Professional Option wàs introduced in 1980-81. 
A three-year experimen~al'college-Ievel pro~ramme oL Danse­
Ballet, 561.06. is to be given &t a secondary school - Pierre 
Laporte - in ~he Sa,nte-Croix~School Commission in Ville~ .., 
MO'n t- RoyaL ,» 

r .. 

. . 
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Four. Theoreti~ally, the college programmes have the advan-

tage of being part of a large inst~~ution vhich cari drav on 

public 'funds. RADA and Julliard are private foundations; 

the Uuïldhal1 15 under the aegis of the Corporation of 

London; and the Vancouver Playhouse School is Bupported by 
, .,. Ii: 

,1 the Playhouse Theatre Centrei the Cen~ral School and, the . 

• 

NTS are grant-aided; and even the gl~ball~-funded Ontario 

\.. CAAT prQgrammes are part~ally S"upported by fees. , Essen-
, . l 

tially, the major schools are private or independent 
c" 

institutions which can predict, approximately, what their 
13 

l ~ 

bU,dget will ~each' year. As :f:'ndividual units the pra-

fessiona! sch ols go not have to cômpete vith other depart­
~ 

me~ts-or institutions for funds. The CJGEP theatre depart-
~-,---.;;.-- ~ 

men t 5, des pit e t heir po t en t i al f inanci.a-l<adv.an tage, in 

fact, have less money and, freedom than~ the private .schools. 
\' ,!fi 

Financially, the CEGEP programmes have been at a dis-

advantage from the outseL The c'ourses 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 departments no specific funds 

have been set aaide for their use. AIl programmes are 
~ , 

funded by the individual colleges out of global funds, and 

the Theatre' section has ~o compete vith other departments on/ 

a year-to-year basis. ~either college was willing to reveal 
1 

1 

'~ ~ 
13 The NTS is not a private institution, but it ~s 

independent of any sponsoring body. 
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J 
. its budget, but the chair~en indicated that 'getting the 

, ,14 
bu~ge.' required a 'continual fight,witn the administrstion. 

rn view of rising operating c~sts and a geners1 decline in 

college enrolment - which means less money from the Quebec 

government - the' dissension over the budget i5 not sûrp'ri~ 
,0 

,8ing. 
• 

As public colleges the CEGEP are also subject to the 

" 'predictions' ~nd whims -of civil servants in the government 

planning depsrtment • 

is given to meeting 

grsmmes. The needs 

At this administrative level priority 

'norms' s~ the st~ndardization_ 

of individua! pro~rimmes - even 

of pro­
--, , 

if they 

are understood - are subordinate to the demands of 'across 
. 

th~ board' plsnning. The Theatre programmes' are therefore' 

~t, the merey of loesl and governmen~ adm~pistrations whose 

priorities are usually determined by internal or extern~l 

poliUes a'lld "n-ot necessarily the needs of any partiéular 

programme - a serious disadvantage, and orie which raises 

the question of the desirability of professional theatre 
, . 

trsini?-g. iIJ.. the CEGEP. , 

The serendipitous origin and growthqof the programmes 

combined with 'the uniqu'e financi-al problems of the CEGEP 

have contributed to the inadequateafacilities with which 

14 Both Professor genry and M~. Msllough estimsted 
"that a full-scs1e performance coses approximately $5,000; 

and that their production budgets for 1980 were in the 
region of $19.00). 

,-,,/ 



j 
/. / t 

'( 

.1 

," , 

, "l 

, , 

\~ 
" 

the Theatre De~ar~ment8 have had ta conte~d sinee their 

" .. 
ince,pt ion. 

. 
At Dawson College the Dom~ Theatre i5 the perm~nent 

home of the Theatre Departmept. Uuilt a~ a legitimate 
/ . , 

th~atre' in the earli years of the twentfeth eantury, the 

Dome vas later converted jor use as ~'cinema. Today i~ his 

reverted, if not to its original g~ory, at least to the 
t 

pu~pds~ for which it.was bu~lt. With a twent~-~ix foot 
~" 

high pros~enium B!ch stage and a seating eapacity of 150-

200, the main body ()~ the th·eatre does dut y as clas.sroom, 

studio, sce'ne shop, and rehearsal and, productio~ area. 

Costumes and properties ~re_ stored ,1.n- the dTessing rooms a·nd 

the ~ld projectiort roem. In April i980, a fire caused some 
,- -

damage ta" the stage .and auditorium. Fortunate1y the damage 
t: 1 

~as npt extensive and,r~pairs were eompleted in timi for 

classes in Septembe~ 1980," but the budget did nQt allow for 
15 

major improvements to the out-dated facility . 

. Larg~ as it is, the -building is Inadequate fer bath tJ1e 
./" , 1 

pre-university and professional programmes; censequent1y, 

some classes are held in two rooms in the basement of the 

\ 
. Richlieu Campus, which a1so houses the Departmen~al offices. 

~ 

The campus is about ten minutes from the theatre. This dis­

tance has to be taken into consideration when sched~s are 

fhirty 

( ;- ~ " . , ;,.' 
Personal interview wi~h Professor Henry, Montreal, 

pl~nned, sinee an a110wance of some twenty to minute~ 

, 15 

November 8, 1980. ' 

, 
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must be made for the movement of staff and students be-

tween the theatre and the ma~n campus. 

The Theatre Schoo1; as the professional programme is , 

, ca11ed at Jôhn Abbott College, wa~ 10cated on the Kirk1and 
. 

Campus unti1'January 1980. Intended as a temporary site 

until Su ch time as 'new facilities were compl~ted onrthe_ 

main campus, it was the bome of the Theatre ~chool from 

1973-1980. Originally built as a faetory, the long 'L' ... 

, "" shaped, single-storey construction was converted for co~lege 

~ 1 

use, and the Theatre School and related technic~l ~!ogra~mes' 

-oceupi~d a larSe section of the building. 
"-.--

" 
Facilities included a 200-seat auditorium with a raked' 

floor, and a low-arehed proscenium stage. A good-sized 

Beene shop did dut y as çostume shop, design room, and pro­

pe,rty shop. There were sinall classrooms for 'music, dan:c2 
~ , ., 

and fencing and there was a we11-equipped audio-visua1 

'·stud'i~ nearby. • t 

In January 1980, the new theatre complex in the 

C~Bgrain Building on the main caTPU$ 

limited use. The main theatre space 

became avai1able 'for 

i s _ still in c omp 1 ete. 

Classro9m space for actors~iB to be in the building next 

, ~ .i' " 
dOQ~; but unt11 this 18 finishèd, classes ~st be held in 

10cker and dressing rooms in the theatre. Mr. Mallough 

estimates that construction will not be completed in aIl 

areas of the Department unti1 eat1y in 1982. 16 

G' 
16 PetBotull i1nterview with Mt. Mallough, Mon trea1, 10 

November, 1980. 
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, The facility has two perf~rming areas - a proscenium 
". 

theatre and a s~udio performance space. The~main stage has • 
a traditional proscenium arch stage with a fair1y smail 

house which seats 296. The stage itself i8 th~rty-five feet 

wide with an eighteen-foot wing spac'e on either side and , . , 
.,... thirty-five feet deep. The bflck wall of the stage, has an 

opening 1n the form of hin*ed doors equivalent to the w~dth 

of th,e prosceni_um arch, and opens to the scene shops. The 

• 1 

The fly .galley \ prosc~nium arch is twenty-five feet high • 

rises to sixty-five feet, and the theatre has a complete 

light and so~nd installation. 

The aifference between the main stage theatie ~nd a 

.:Commercial plânt ia that the emphas1s 1s '00 the' stage and" 

'·~t on auUen·ce facilities, The technic,l ine t;ll,Üons. 

~h\ stag~ .nd back~stage ~ac1Iities, w~ich are those of a 

sizeable theatt'e, arè combined with the i'ntimacy of a smaii 

hou~e. The bac~stage areas~corporate the flow patterns 

of a professional theatre. A corridor allows students to 

progress from the locker rooms: to 'costum~ and wardrob~, 
, 

through the dres5ing rooms to the green room. The green 

t'oom communicates ~ith bath the,mainstage and stud~o the€tre. 

The Studio i5 a forty-five-feet-square flexible space 

for training students in other than the traditional actorl 
• 0 

audience configurations. ' Its more modest technical instal-

t'tiens eqable the staff te Bcale down productions and train 

'students to deal wi th more modest facilities. The Studio, 

" 

l 
') 

.. 
./ 

l· 
1 

\. 
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., 
serves as a rehearsal room and dance space when equipped 

with mfiveable mirrors. '. . l~:;) l ' 

There are special classrooms for the t~aching of making 

.' costumes ~nd earpentry, and a teehniea! laboratory with a 
~ 

C~lete lighting i~stallation is easily accessible for 

\ 

trai,ni,ng, purposes or experimentation.'''''':'The storage area ls 

mate limit~d than in a commercial ~heatre"since in a train­

ing ~lant the emphasis is o~ desi~ning a~d buildin~ ne~ 

sets, p~operties and 'costumes rather than on storing and 
... 

recycling used materials. The classrooms, ~ainstage and 
.(' 

stud~o are equipped witb audio-visuai monitors, and the 

students have aecess ta a eolour television studio~, 

John Abbott students also have aceess ta three Media 
, 

Resouree .Centres ~hich offer a wide range of print and 

audio-visual materials and services. Thi's is not the case 

for Dawson students who must rely on an inter~library loan 

servie~ sinee the main holdings in Drama and Theatre are 

loeated at an East End Campus (see pp ,81-82). Ideally, the 

Department would like to have lt~ materials closer to hand • ., 

or at leaat a stock of basfc texts housed in the theatre, 

but spaee is at a premium and this'is not possible. The 

Theatre ChairmenOat both colleges èxpressed sati~faction 
.17 

:with t~e Library and Media resources currently available. 

17 See ch. 3 for information on total holdings and the 
number of Theatre-related texts. 
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. In the area of media resources the Administrations are 

generous"~ an; the needs of th~'l>rogrammes are more thaj 
-'4:. , , 
adequately, met. Un,fortunately, the same 1s not always true 

in terms ai facu1ty, ainee it 19 the size of the budget and 
- 1 • , ' 

not the needs of progr~mmes w\ich determine' the number and, 
. 

calibre of staff at bath John_ Abbott and Dawson co11eges. 

The ratio" of staff to students is crucial to the qua1ity , 

of' a theatre training programme. A high ratio of staff to 

~tud~nts permit&. PFog~ammes tallored to suit the indivi­

dua1ity of the' performer in erder to capitalize on his . , 

strengths and minimize his weaknesses. The British and 

Ame'riëan schools stress the importance of the individual' 

~pproach in acto~ tr'ainina/ and, in their literature, empha-

size the 'high ratio ,of staff to ,8 t udents in thei! schools. 

No firm statis'tics were avai1able. from those schO:pls, but the 

NTS, whic.h also stresses the individual ',llpproach, has a 

J> facu1.ty of some eighty full" and part-time teachers (eJCclud­

ing administrative' and other staff) for one hundréd :::-a~d 
A t 

forty-five students - or a ratio of 1:2.5. In the 1980-81 

academic~ year, John Abbott, had fifteen full-and part-t1me 

J 

teachers (including administrato,rs) for some ninety students; 

a ratio of 1:6._ Dawson Coflege in~reased its f~cu1ty by 

three full-time members in September 1980, and currentqy 

has a faculty of Iline (adm:Lnisù·atars inc1uded) for some 

" 
forty-seven stu'dents; a r,atio- of 1 :5. A1though a ratio of 

, \ '-~ 

one fac~lty member for every "five or six students 18 not 
, . , , , \) 

) . 
.. 

\ 

\' 
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" , 
hi gh, this fi g ute. i6 doub'le tha t of the NTS. M9reover ,0 the. 

" ' 

CEGEP figures a~so include administrators. wtli.ch mean~fl' tha't • 

there Is ..,... 
than the 

probablY less 1ndividual instruction time' ava1.1able 
. \ 

ratios would'suggest. B~h 

, , 

C~hairmen said that: ~hey , 
'/ ~ 

woûl~ like to increase the number of full~time appointme~ts 
," 

l ~ 

sinee Most of the present staff were carFying' a load wel~ 
• 

'in excess of the standard maximupl (twelve 'teaching hours per 

~ 

week) • 

Finandsl considerations not on1y determine the nu~b er / 
'~' "7 

also ,inevitably 
• . , 

of faculty but a f f ec t the calibre of. the 

staff. Whll~ it is not within the s,cope Qf this research, or 
J 

the com'petency of the researcher', to ju.dge the quallty of the 
." 

" 
qua llf1ca t ions of tlle ,CEGEP faeul t ies, it is, essen t lal t 0 . 

point out the pa·rticular problems of the colleges ip terms 
o '. 

of s taf~iDg the thea t re programmes. 
• » 

The majorit7t of theatre ,schools and theatre training .. 
programmes operate on the conception that professions1 , 

theat'te training is best taught by -professional performers. 
~ . 

o \ ~ j 

~ . 
This belief has largely determined the mske;up of the fseulty 

~ 9 

o 

at the two English CEGEP. 

The staff 

fession, ~ich 

at both, col~ege) are aIl members of ~"the pro­

is one of the ct1terla for their employmeXlt. 
1 • 

l '/' , 
In add~,tion to their prof,essio~al training,- some hav,é had 

teacher, training, u although thfs is the except:i1on rathér t'han 
~ t· ", \ / 

the rule.· Most maintain thefr professional status by 'wor~ing 
\ 

i~ their own .fields when the oPJ:l0rtunaty, arises - somewhat '" 

infrequently for the full-time faculty. Also, unlike tlleir 

, \ 

, 
1 • 

\ 

" . 
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cou~terp'arts at th,e, NTS .~nd th~ .?~iv~t~\"tjleatr~~ sChoois.,'; 

th-e""'CEGEP staff (as employ~es in" tp,e public sector), are 

union1sed .and have "tenure. While it ls in their interests 
~' t.>. 

to retra1n and remain ac~ivJ in the~~ofession, ~here i8 

not the same incentlvè • 
for'them to do so 

# 
as for the tèaèhers 

l, ' 
i'n the private 

.{ , 
in'stitutioJls. 

1 
In Canad~ anyone who &~ts paid for working'in the 

~", . 1 
t : ~ .., 

entertainment indùst~y pr :1,'n: rèlated fields such ,as com-

me~ciat ~~dv~rtising) and Jho ohtains the requisite number of 

wo~k'p-el"1llïts 0 'join AOTRA or Equity, .has the right to calI 

ri ~ , 
lfimseif or he self °a professionsl. If the GEGEP polic'y is 

to f!!mploy ,pro·fe~sionals to t,each, the question tIlust he . - ' 

r -

'~I 1 

raised as to how competen~ ,and experienced these pTofessienals 

are when judged by internatio~l standards. 

" 
The ,otential. pool of profe~sional talent upon which 

'c} 

~he CEGEP has to draw is considerably smaller than'that 
A ') 

availatl~ to the NtS, and very much .smaller ~han the rich 

resources Britls'\la.and American schools have a't their dis­

posaI. Moreover, the CEGEP programmes find themselves less' 
;.. '" 
) able to attract the services of 'comp~teni and'~xp~rienced 

profegsional's ~han is the NTS, be08use .the .l,atter Is an 

. 
independent scheol and can offer more money, than the CEGEP. 

-Its more flexible ,schedule 8lso e~ab'les" the School to take 

advantage of available professionals'. ,"s the. on~y nation­

.Uy recognized prOfe~on.l the.tr~- séhO:, 'the ~t' ,has 
more prestige, à:nd much cIoser conta,ct vith the wo là of . .. ' 

~ ;' 

~ 
, . 

. 

b 

, 
p 
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, 
pr~ssional the~tre. lts large and professionally active 

staff can offer a much greater breadth of experience than 

tite CEGEP. , 
'., 

Despite the problems which beset the colleges and make 
c 

staffing a difficult task, the obvious ~nthusiasm and dedi~ 
'1:) 

cation of the faculty members at both 2EGEP i5 exciting and 

encouraging, The Canada Couneil Committee noted that the 

"teachers like to teach, and do so conscientiously, sbme-

times even passionately. One finds no evidence of char-

Ia~an~s~ but on the contrary the responsible attitude of 

people who shun complacency and are always trying to do 

'better"# (CCR, p-.'-116). 

These qualities on the part of the staff are 

large measure responsible for the survival of the theatre 

programmes despite financial problems, inadequa~e facilities , 
and the spectre Qf declining enrolment. During the Iast . 
five years the general pattern of declining enrol~'kt and 

the problems caused by the francisization po~icie~ of the 

. " Quebec government have affected a1l levels of ~ed!.lcation. 
~\; 

Government per capita funditrg' in~v:t"tably- influences admis-

sion practices and \~election ~riteria in the Professional 
1 

Theatre programmes in the CEGEP . 
... 

1 
i 

/ 
_ i 
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Statistics reveal a fluctuating pattern qf enrolment 

°in both CEGEP theatre programmes and those of the Nationàl 

Theatre School: 

John 
. ,-~bboti "'" ' 

~)'son 
(No pro­
duction 
option) 

, 73 
'74 

, 7 4 
, 7 5 

30 70 

students 
.registered 

: at J.A. 

'75 
, 76 

62 

52 

'76 
'77 

76 

51 

, 77 
'78 

68 

59 

'78, 
'79 

84 

, 45 

'79 
'80 ' 

87 

47 

'80* 
'81* 

73 

47 

" 

NTS 
Total 
enrol­
ment 130 118, 115 109 116 12.6 125 142 N.B. 

NTS 
English 
Secti90 
AlI "-,, 

,options :(statistiés not available ...... ) - \ 
51 63 

N.B. NTS added an English Playwriting and a Preparat~ry 
Production section. 

The figures'for aIl schoo1s include first-, second­
and thtrd-year students.18 

* As of November, 1980. 
>, 

The attritiç~ rate in Theatre 561 is high, especia11y 

in the first year, a factor which is taken into accoun~ in 

18 Information recelved from aIl thr~e.schools in 1978 
and updated in November 1980. The Canada Council in ~ts 
Report gave a detail~d statistical analysis of the budgets, 
staff and stuodent enrolment of the French training pro­
grammes only. Their findings have been summarized in 
Appendix B qf t~is study. 
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j, 
CEGE~ admission policies. In the Acting option, class size 

1s limited to twenty students; in the froducti6n/Design/ 

Technical sections the classes are limited to. twenty-five 

stud'ents because this is)the legal l'imit for a 'technical 

,s hop' .' In 0 r der toc 0 un ter a c t the hi g h rat e o-f a t tri t ion 

in the CEGEP, actual enrolment in the Fall semester averages 
f 

from twenty to twenty-five students in ,the Acting optiorrand 

twenty-five to tWénty-eight in the other sections. f 'The 
( 

tirst year Acting class is usually reduced to fifteen to 

twenty students in the first semester, and to betwe~n twenty 

te twenty:-five in the prooduction options where the attri-

tion r~te ls lower. . -
During 1979-80, the NTS attrition rate in the English , , 

Acting section was two out of fift~en; and in ~he colingua1 
'1 

Design/Technical seçtion a t~tal of five students out of 

twenty-five ei th el' 'failed or, wi thdrew during the yeaf' 
- ft 

Both 'CEGEP chairmen and Mr. Dènn'ison of the NTS con-

sider the ,first~year attr;l'tion rate natura~ and desirable. 

Tri{ning programmes 'deiigned to ensure the highest possible 

competence in the professional entertainment i~dustry must" 

be of a nature and intensity to discourage students with 

Insufficient stamina and ability for a demanding career. 

Candidates fa'r -outnumber 'the places available 'in "the 

majority of th~atre schools. The British and American 

scbools audition applicanes two or threé times ~ year at 

home and abroad, and each receives several hundred 

l 

, ... 

9 

" 
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, ~.. . 
applications annual1y. In 1980, the NTS he1d auditions for 

some 81_8 candidates in el.even majo.r centres aeross Canada; 

~vent'y-seve~e accepted ,for Se'ptember 1980. The CEGEP 

also ha.ve more càndidates than places, ,but the number of 

applicants is considera?ly sma1Ier than at the other 
" 

schoo1s. Dawson Co11ege averages some eighty to ninety 

candidates annually. In 1980, ~ohn Abbott had thirty-five 
l , 

candidates for ~s Production sections 

sixty-eight Acting candidates. 

and auditioned 

The number of candidates has ~ dire~t effect upon ~he 

calibre of talenJ/in any given y&ar or 'programme. The 

standards of selection rise or fal1 in re~at~onship to the 

number of applicants: RADA and the NTS with several 

, hundred applicants from which to choose can be highly 

selective; the CEGEP with quotas to fill'and fewer candi-

dates âvailàble, cannot.' 

The rel~ttvely smaii number of Canadian candidates 

for theatre training 1eads to a' greÇlt dea1 of competition 

amongst the institutions, ~hich offer j ,or profe~s to offer, 
.",. 

professional education. Attempts to attract students ta 
. ' \ . 

particular schools f~eque~tly l~~dS ta in~dicious ~olicit-

ing. T~e Canada Counci1 Committee (eplored the soliciting 

of stu,dents for progràmmes on any 1evel,\ecause sehOOrs-­

"sometimes use a' form of advertisin"g tha't ~' misleading 

regarding the actualities of their Rrogrammes and the , 
realities of the profest1i~n" (CeR, p. 87). ,CI 

•. 
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Employment opportunities and salaties,are described in 
1 

somewhat unrealistic and obscurfl terms in local CEGEP bro-

chureE!. 
,; 

John Abbott COl~ege 
~ 

assures its, applicants that: 

" / 
\) Job opportuni ties' 'are good for weIl 

trained graduates with ability. The en~er­
tainment industry is continuing to undergo 
a strong constant growth. Graduates of 
th~ theatre career programme wi~l be prepared 
for challenging and creative jobs in radio, 
teleyision, film and Ip-t.ofessional theatre 
companies. Salaries for actors and pro­
duction pe~le in theatre and cinema are set 
by agreement be~een employers and the 
union~ involved. 19 

Dawson Co~lege is a litt le more cautious.in its 

approach: 
,l 

Graduates of the Professional Theatre 
Program~e will be prepared for chall~nging 
and créative jobs in radio, "t~levisiont 
film and professional theatre companies. < 

Theatre,'however, i5 a mobile career and 
graduates should be prepared to'ielocate 
when necessary. In,addition, securing a 
job in the first place will depend to a 
significant degree on the individual e~ergy 
and talent demonstrated by the graduate.20 

, \ 

Although neither college spells out the realities of 

the professfon and its opportunities, the two gt'oups of' 

1 
19 John ~bbott Co11ege Brochure, 1979-80. 

20 Dawson Co11ege Brochure, 1979-80 • 
.;, 
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i I.~ 

th1rd-year stud,ents with whom l discusse'd th,is problem 
~ 

a pp e are d t 0 .u n der s tan d l' and a c cep t the r e a 1 i t'Y 0 f ,P roba b l~, 

unemployment, 10w salaries and 10,g years of hard ,work 
/ 

ahead. 1 was assured by the cht1:men of both programmes 

t.hat, despite the current gen/rai decline in college 
• 

en-rolment, increased financial pressures and a tendency to 

regard students as "basic income units" (CeR, p, (7), the 
/ 1 

facts of employment and salaries are explain~d to students 

during their ~udition/s and inter'views, and the chairmen try 

t 0 di s'c ou rage ttos e s tuden t s wi th J'an in f la t ed view of th'e 

profession. ' 

..... '>a 
·1 ~ 

The immaturity of the CEGEP studenfs undoubted1y 
• 

inf luences t h,e ir s omewh/Ja t op t i,mis t ic approa ch to the prob l!!m 

of fu~ure employment; and ~his factor was" of'some concern 
;,.", 

. 
to the Canada Couneil Committee. CEGEP p~licy 1s te accept 

successful graduates into professional/vocational or 
,t . . .. 

aeademic programmes direct1y from high school, although 
. 

'addit'1onal courses or a certain level 'o'f marks ère ne~ded 

for entry into some programm~s. Thus, although theatre 
/ ~~ 

students could be as young as sixteen years of age, "the 

curricula, training methoos and f~nal goals of the CEGEP, 
.., , . 

are largely the samft as those of the other Theatre schools, 

where ente~ing stu~ents are an average of 2 or 3 years 

a ld e r " (~ , p. Il 7) . 

Few sixteenqyear olds have the motivation, maturity, 

broad cultural background o~life experienee essential to 

professional artists. Julliard stresses th~ importance 
~ 

" 
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of maturity and expe,ienc~ in its select~ve criteria. and 

s,eventeen to eighteen years Ais th~ m1im~m' age .. for ,dmissioo 

to most professional schools. The two Eng1ish CEGEP', which 

originally accepted mainly sixteen.yea~ old students, now 
7 

feel that eighteen years should be the minimum ~ge,for the 

the'atre programmes, and 1a~e accept'ed fewer sixteen- and 

seventeen-year olds during the last two years. Neither 

chalrman sets" a maximum age limit for, their programmes, 
, r", 

• .1 
unlike the other professional schools mentioned where the 

\.'~ "- . 
~aximqm age range lis twenty-tw}i'to t~entY-fiVe/ea;s .• 
l '1 q '" ~ 

~ . 

, - Students trom other provinces or countrfes are welcomed 
, ' 

provided they can ~eet the c~iteri~ for admission as speci-
. " 

fi~d .'9,1 ';tf!e.J<lGove ~nmen t -and . th~ iUi vidua1. co Ile ges • CcI'n-

sider,ing the low cost and comparative esse of admission it ls 
J~ .,.. • ' .... 

not surprising that both cqlleg~s receive ftPpiicalio~s from 
,,,> Î, ,.; 

as far afield as the Maritimes, Ontar{o, Albert~, British-
~ , 

Columbia and the UnLted States. Of the more than "'eighty' , , 

the a t rel s ch 0 pIs' 1 i ste d in the Di r e c t 0 r y' . 0( Ca nad i an , 
" Theatre Schools,21 the Quebec CEGEP a10ne of fer free.tuition. 

Canadi,an students are, reqUired' to p~~nlY a $10.00 Applica-

'ri>jt< 

tion Fee~ an annual $32 Student Activity Fee an4 any special 

cobrse f~es indic~t~d Mithi; thi course descriptions • 
• 1 

International students, however, are'~equired to'pay a $750 

tfl 

.~ ~ 

21 Canadian Theatre Centre, A Direëtory of Canadian 
Theatr~ Schools (Ontario: York University, 1979). 

/' 
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per year tuition fee and an addit!onal sum of $115 for 

Health Insurance. 

In comparison with the CEGEP, student fees are very 

high 1~~ all major professional schools except the NTS, where 

'tuition fees are only $500 per year. Guildhall and Julliard 

students pay approxlmately $3000 - $4000 per annum; RADA 

students' fees are $1500 per term (for three terms), a~d 

the Central School's fees range from $1500 a year for the 

Teacher Training programme, through $1200 for Speech 
o , 

Therapy training, to $400 per annum for the Acting and Stage 

Management courses - the first year of which is free -for 

students under eighteen on September 1 of commenceme~t\ In 

the majority of schools the fees ~ be paid in advance by 

term or year, and are non-refundable. Even wfth the help of 
" 

grants and scholarsh1ps, the cost of the~Br~tish and 

~ 1 

American programmes is likely to prove a deterrent to all. 

but the most highly motiv~ted and dedicated students. 

AlI of the professional schools, inc1uding the CEGEP, 

select candidates on the basls of an audition and/or an 

interview, the format of whic~ varies from school to scho~. 

Inevi t ab ly pers anal prej ud iee, the numb e r 0 f 'a'pp1ican t S 
, 

and the qua lit y of the talent will determine admi~sion. 

1 
RADA is repute~ to· select students on the basis of talent 

4nd physica~ appearance. The NTS looks for a "high de,gr.ee 

of talent. and a unique individual qual1ty - personality, 



'\ 

\ 
J 

22 
and commitment!' ,and the CEGEP chairme~ stress "talent, 

, 
personality and potential" as their major criteria in the 

selection of candidates to meet predetermined government 
. 23 

quotas. 

The objective criteria upon which selection of çandi-

dates i5 based is vague and poorly defined in most of the 

schools. The Julliard ls the only school to state its 

cr~ria clearly in its literature. Perhaps because of the 

early influence of Saint-Denis, the stress on the ensemble 

\ 

is very ~trong at Julliard. Talent Is, of course, Qi 
.. ~ 1 ~~ 

pr ime. imp 0 r t anc e, "bu t the S chool attaches cons id erabl e 
, , 

weight to those charact'eristics which will contribu{te to 
, ' 

the compatibility and su~c~ss' of the group: personality, 

physical and emotional equipment, experience, maturity and 

the ability to work wlth others. The stated purpose of the 

auditions is to select not only individuals, but ~ group 

which will study and work together effectivelY. The audi-' 
.a; 

'tion itself i8 very short '- a total of twelve miôutes for 

~wo contrasting-sce~es. In its brevity and content it re-

sembles the RADA audition. The Guildhall school would 

, , 

22 Personal interview'with Richard Dennison, National 
Thèatre Sch~ol, March 14, 1980. 

) 
23 Personil interviews with Professor Henry and 

Mr. Mallough, N.ovembe,r 1-980. "" 

, , 
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'i. 

\~ppear to be the only institution which r~cal1s all short-

"~-'" listed ~andidates at a later date for a second audition. 

The majority o( the Schools, including the CEGEP, base 

/ ' 
th~ir auditi~ns on two ,scenes drawn from the tlassical and 

,~ 

modern repertoire, a/ song \an'd~ an interview. Al though 
/ '\ 

applicati'op. procedu.res vary ~lightly in the two colleg.e-s, 
J" \, ~ 
, \' ," ~---:;-', 

students wh'o app~y fQr' Theatre 561 must, in addition'--to the 
, ,""- \ ' j-Y-' 

general app1icatian'~cedujes, audition and have int'e~~ 
, ~ 

views wH,h the Chairmen a other memb,ers of the faculty. 

At Dawson College the itions before a 

panel ~ons is t ing 0 f a minimum of fi va mem1>.e rs 0 f s ta-ff , 
\ 

which always includes Mr. Knight and, Profe$sor Henry. Usu-
o! ' , / 

al1y the panel includes aIl the fu11-time;members of staff 
, 1 

" _ f/ 

, ~I 
an,d part-time speCizalistsr 1ike1y t9 be ,!host involved {with the 

student. The patte n for the audit~~s is as fo11ows: 
1 

J 1. The stud~nt presentfo"two prepare~ pieces 
of a p p r Q'x i mat el y for t y - fi v e 1 in es,. 0 ne, 
modern. ~nd one classical;,_~~ 

2. One prepared song, free choice of style 
and mat eria1; l , 

3. The studenÇ is then subje~t to what 
Professor HenfY te-rmed a "ra~hei rigid 
interview", by the panel; 

4. Following which ~he'student then is 
asked to do one or two improvisations on 
themes suggested by the ~an~L, and to 
sight-r,ead from a ,supp'lied text. 

The app~icants are t~en short-listed,a~d certain stuclents 

are called back for a second interview by the panel. after 

which the finet decision is mad~. 
, , 

/ 

; 

\ .... 
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Similarly, at John Abbott College the student applying 

for the Acting Option must: 

Present two fully-prepared and memorized 
dramatic speeche.s be.tween two and five 0 

minutes long; one from Shakespeare, and 
one from a modern prose play and in a 
contrasting mood; 

2. Submit two letters of reference, one from 
a high school teacher of ~rama or Theatre 
Arts,'and one from a person tor whom the 
applicant has worked. 

r 
3. P~rfor~ a suggested i.pravisatian and, 

4. Have an interview with the auditioning 
panel. 

0" 

Applicants for en~ry to tle Design and Technic~l Opiions 

have'an interview with a technieal p~oduction staff Ranel 
} 

and, in addition ta the letters of referenc~, must submit 

a portfolio ~ontainibg ex~mples of any arts and crafts or 

theatre work completed ~ithin the l.st t*o years. 
~ 

The Canada Co~ncil Committee, while applaud~ng the 

s.eriousness and sense of responsibility which they fo~nd 

governed audition procedure~, felt tnat the auditions were 

somewhat one-siâedo because students ha'v'e no practical 

opportuni ty Ota assess' the teachers, philosophies and pro-, 

grammes ta which they are proposing ta commit 'themselves 
'" 

for'the pexe three years. Nevertheless, student a~praisal 

~f the programmes ls ~ot a practice et a~y ~f the profes-

slona1 schools studled in Chapter Four. Guildhall candi-.. 
dates who are short-listed do oave an opportunity for 

, ) , 
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cons id erab le' con 't,ac t wl th the f seul ty dur in g their second 
4 

- audition and interview, but thi~ is the exception rather 

than the rule. -
Just as each CEGEP. has be.en ,re~ponsible for establishing 

its own selective criteria and ad,mission polieies, so for 

'. ,\many years has each college been ,respon6~ble for the", stan­

dards and content of its training programme. Unti! 1979, 

progr~mmes and curricula owed much to the individual biases 

and b ackgr ounda 0 f th,e founder s. Th e r: wa. no t t aide 

consultaney and no arbiter of standards for the programmes. , 
, 

Before M. Pare instigated the Provincial Committee to study 
." 

D~IÎia'-and Theatt;:e prog,rammè'S in the CEGEP in t976, 'the 
. 

various programmes functioned in virtual isolation, and very , 

mueh according to their own whims. 

The move t~Jestablish a provincial professi~nal theatre 
~'. ' , 

programme ~eflected international trends toward homogeneity 
, 'D " , 

in theatre training. The consensus of what actor training 

should~be was influenced strongYy by the theor~es of 
l 

Stanis lavski and Saint-Denis. Studied âs an(Joi:sanie whole, , " ! j \ 

the inner techniques of modern real,ism, comp~1,mented by the 

elassical techniques of voiee and Lovement asLan aid to 

interpretat"ion of the text became the ,standard method of 

actor training on both sides of the Atlantic. The NTS pro-

gramme, founded by' Saint'-Denis, wes based on this approaéh. 

The Provincial Committee which met to study thestre 

training i~cluded seyeral graduates of "the NTS, notably 
1 M 

M. Grisè, Committee Coordinator. The basic training 

:'>j 
1 

\1 

, ' 

.; 
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"-
pr~gramme developed by the Committee beara 8 streng resem-

blance to that of the NTS but is made uniq.~e by. reason of, 
"-

the general'education caur~es in English ~nd'the ~~manities: 

Also, Theatre History was elevated from a four-semester ~o 

Jo six-semester course in the "progI"amme"revJ,.sions made ~n 

---:rçlI 

1978-19. Of the ot'her professiona1 scho'ols, only JuLliard, 
1 

offers a Liberal Arts ~omponent in its professional theatre 

pro g,r amme. Thé Julliard and CEGEP programmes thu~ represent 

a consid'eltfble advance in professional. theatre training 

among the schools studied in Chapter four. Both programmes· 
\ 

ref'lec t the int e rnationai trend toward a "Liber a 1 Ar t s' 
\ " 

Professiona1 Theatre training. , 

It is only recently, however, (h8t the CEGEP Theatre 

departments have ~aken advantage of the unique opportunit~ 
./ 

afforded them by their position in. an academic institution -

and then on1y on the insistence of DGBC. Until 1979, the 

CEGEP failed signa1~y ta ensure that their students took 

the gener.a]. ;educati'on course. 
1 JO 

Also, from J.973-79, th~ 

. intensive natute of the individualized programmes was such . . 
1 

that theatre students had neith~r time nor incentive ta t,ke 

the core programmes. Lacking th'ese. they f.ailed ta qua'lify 

for a DCS ~ertificate. 

A Planning and Research Study ~n 1976 ~ondu~~ed by 
-. 

Canadian Manpow,r and Immigration re~eale~ a aisquie~ing 

, , 

decrease in the graduates in the Performing Arts: ~ 

l' 

) 

. , 
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QUEBEC 

Program Historieal Name YeaTS' ,] 

" 

Perfor~ing 
Arts 3 '72 '73 -. , 74 . 

'73 ' 74 '75 

c_ 

lst year J 
enrolment 225,. 255 

Total 
Fu+l-time . 
enrolment 464 5.21 ,464 

Gra4uates 
(r ecei ving' 

. cqllege 
dlploma) • 56 12]" 155 

1 , 
, . 

. , 

,l 
'75 
'76 

24-4 ' 

444 

152 

202 

• ... 
P r p j' e ete d· 

'76 
' .. 7 7 

258 

469 

135 

'77 
'78 

287 

522 

24 
129 

The decreaslt in 'the number" of graduat-es wrthin. the pro-

~ional thea.tre programmes was of some concern to the 
~ ."a.. 

Provincial Administr.atio~. The heavy work-load-entailed in 

the proposed th~atre.training prdgramme left little time for 

the core courses and DGEC and the pepartment of P,rogrammes" 

f": refused to accept the plans of the Provincial Coordinatin'{ 
, 

Committee in 1978. 
cl 

l' 

1, 

On~ of the arguments made for incorporating Professional 

/} 

training within- institutions·of higher\education is the need 

.. for a~:ists rho have' more than' merely technieal ski],lS ta 

bring to .their ~rofession. The Canada Coune!l Committee 
... , 

Îe 

24 Canadian Communit Colle es, Programs" GrCl)upings 
and Projected Outputs to 1980 81, Canadian Manpower and 
Immigration, Strategie Planning and Research for Canadian 
Community Colle$'es, 1916. " ' 

-, ,1 

. t .1 

l' 

.. 

'~ 

" 
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~ 

supported the neéd for theatre trainees with a broad cultural 

oackground and recommende~ that the Quebec Ministry of Educa-

tion. should "con'sider that the CEGEP must first ensure that 
, 

futu,re 'theatre students receive a .good general education" 

( C C ~, p.' 130). S 0 fil r Il s the CEGEP di p 1 om if it sel fis con-

cernèd the Committée felt that, desRite the fact that a 

co~ege diploma,' will 
'\.. 

be of little val~e ta an actor seeking' 

profession, trainees should complete 1 employment wit~in the 
1 

their dlploma Fourses because: 

\~' When we consider jobs in the pUblic service 
the situation ls quite differ~nt. Only the 

~ diplomas awarded by the two CEGEP an'd by the 
universities have any real value (in terms of 
salary scal-es). ' The certificates of study 
given by the National Thea'tre School and t-he ' 
Conservatories are, administratively, hardly 
worth the paper they are written on. C.f.5l!, 
p. 125) 

Currently, the diploma courses are an integral part of 

both the Dawson and John Abbott programmes. Students ar~ 

\ . 
not anly encauraged ta take the general education courses 

in the first two years, but are refused admission ta the 

thlrd year of vocational studies if the Liberal Arts', 
\ !Jj)' . ," 
couries have not been completed. Intervlewed in 19BO, both 

A ~ 

chairmen enthuslastlcally ~upported the trend to~ards . . 

Liberal Arts traiping for their theatre students. Thls is 
1 

the first year this ru le has been in force, so lt ~emalns to 
j 

be seen (given the nature of the programme whlch demands 

far more time than appears on paper) how effective this rule 

"' 
\ 

.. 
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~ will prove. Fortunately, the CEGtp year is structured so 

, , 

/ 
/ 

that students may re~ake failed courses or missed requi-
, , 

site 'courses during a special summer session. 

The CEGEP year consists ~f three sessi~ns~ The two , 
" 

main semesters from September to May are made up of eighty-

two days ea'ch, and 105 hours per course per session. \ Th'e, 
\ 

summer semes ter Is set up to permit students to make up 

courses that were missed or failed during the ragular school 

year and to' allow students to take prerequisites. Based on 

a quantitive ana1ys'is the length of the CEGEP programmes, 

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 _d~ys (aIl programmes) over 
SCHOOL nlne terms 

GUILD-
HALL 440 days in eight terms 

L 

JULLIARD 600 days over twelve terllls 

During the three-year period the CEGEP theatre training 

follows the set patt~rn for aIl vocatiQnal/profession~l 

25 Thé 'ibove figures were based on a five-aay~week 
,m,ult:lplied ,by the number of week,s per term (session, 
selllester etc.) as stated in the liter'atllre, suppliéd by 
each school for the 1980-81 academlc year. 

.. 

\ 



p~ogrammes which c,onsists of: 

~ i' , " 

12 Core courses (English, Humanities and-
Physical Education) ~ 

1 field of Spec~alization 
4 Complementary courses 

205 

The field of Specialization inaludes aIl the courses re-

quired by the department conce~ned, 

ca~r .. The Complementary courses, 

as set oute- ig the 

by DGEC regulations, 

must be taken from pther fields or disciplines in order to 

give the students as broadly b~, an education as possible. 

Unti1 1979, the CEGEP- theatre' departments had been, 

more or' 1ess, independent, in planning courses and regulating 
l ' 

the number of h.u~s. The new progr~me, wïth its rigid1y 
, 

contro11ed number of credit~, hours and courses, a1lows 

mueh iess f1exibi1ity than~previously, and, for the acting 
t 

students '. offers on1y the most basic coursè's. If, origi-
. \ 

na11y, the professional programme'was of such an intense 

.,0 

nature that students were unable to benefit from the general 

.>' 
academic programme, it wau1d now appear that the demands of 

'4" 
the general, academic programme are seriously limiting the 

breadth, and therefore, inevit~ly, the quality of the 

profe~sional programme. 
r 

A compar1so~ ~f the CEGEP programme~ prior to 1979, 

with those offered by the professional schools in Britain, 

the United States and Canada indicates that there was I1ttle 
'1 

differ.nce in terms of philosophy, methodol~gy and courses. 

Il 

'-

if 
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Surpris'ingly, the Canada Couneil Committ,ee, ,4n 1ts conclud'-

ing remarks on English-Ianguage theatre tra1nin~, and 

eomment1ng '~not on the quality of the instruction but 

merely on the seope of tne curriculum ll' (CCR. p. 81), did 

no t inc lude the CEGEP in i t s 1 is t s' 0 f SC~èlO ls whic-h. 1n' 

their opinion, 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 bin 

,1976-77, the NTS (included by the Committee in its list of 
'f- . 

professional schools. Acting Section), at the time of the 

sUlivey off ered 'only Aikido in addi tion t 0 those cour~s . ... 
offered by John Abbott College, and in the case of Dawson, 

Aikido and Fencing. 

The Committee gave eig~ guid~li~es for what it eon-

sidered to be the minimum requirements for viab~e profes-

sional theatre training. Summarized, the y are as fo11ow~: 

1. 

2. 

3. 

4. 

Admission must b~ based"on audition. 
.; l 

Continuation in the ifrogrammes ~hould b~ 
~ased on constant evaluation. 

Daily voiee, movemeTht and interpretive 
instruction. 

Tpe sehool must nave a profound under- \ 
~tanding of the professiopal world and 
keep its students in contaS; with this. 

5. "T,raining period should be five d,ays a 
week for not less than two school years. 

6. No s'tudio e\ass should have more thsn 14 
students, and-preferably less. 

-7. Courses outside of the theatre should be 
nb more than a fifth of the programme 
(universities). 



" 

" 

o. 

., 

8.' The guiding philoso~hy should be clearly 
stated, pract1sed and\ understood by' . 
everyone. (CCR, p. 77) 
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in 197~, the CEGEP fulfilled at least seven af the above 

requirements. 
., 

The three-year college programme exceeded 

that suggested by the Committee. A1thoug~ the Committee 

fe1t that fourteen students _shoulà be the limit for a studio 
~ a 

c1àss, most professional schoo1s ,work with fifteen to twenty / 
\ 

students. , At the time of the survey, c.ourses other than, 
, 1 

theatre studies occupied ap~roximate1y one quarter of 'the 
1 

CEGEP programme; now more .than one third are 'outside ' 

c.ourses. The, CEGEP did not, in 1977, and st111 do not ful-

fi11 the requirements in guideline number four. The same, 
. 1 

however, might be said of th~ NTS a189' Bath the anglophone 

CEGEP and the English section of the"JFS are operating in a 

province in which the culture and 1ts theatre are predomi-

nant1y French. What 1s reg~rded as_a major problem for the 

CEGE:P is seen as an advantage for the NTS; "for ma~y stu.,-

dents~ Il the Committee argues, " a ttendance at ~he NrS ls the ,/' 
1 

one chance they will ever have of 
1 

cu1ture ll exposure to QuebJec 
/ 

(CeR,. p. 88) • 1 
1 

Unfortunately, since the implementation of t:he new 

9< J 1 
programme in 1979, the CEGEP do not bear compari~on on ev ell 

a quantitive basis with the other schoo1s. Several courses 

have been curtailed, and others (indicated be1ow~ have had 

(-) ~ ta be'aor should,have been, dropped from the prog ammes in 

"" 
arder ta comply with the regu1ations. Thi~ has se iously 

• 

, " 

" J, 

J, 

" , 

)l~l ' 
,', 1 __ 1/'-'---_ 1 

.... 
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a ff ec ted the bread th an~~he'!ln tens ive' na t~'re of the pro-

grammes. One instructor, who wished to rema~n anonymous~ 

said that, "Since the new programme has been introduced it's 

/.( (Thea1=re 5611) not like a professi~na1 scho91 a&ymore; it' s 
, 26 

< 

g et tin g t 0 b ~ jus taC E GE P pro g r a mm e .1 i k e a 11 the r est. " 

Despite the restrictions impose~ by DGEC, the co1leges 

are current1y giving more than the proscribed basic actor-

training programme .. Theatre students can nevez:-seem to have 

too much of the theatre and wil1ing1y put in many extra 

hour s • Mo reo~er, DGEC, havin g es t ablishe d the bas i,c pr 0-

gr~mme, i5 turning a blind eye to 'minor lnfringéments' of 
./ 

the established no~ms. How much flexibility the colleges 

will be permit:)9 remains to be seen. If either. the genera'l 
VI l .:: 

education progrAmme or the professionsl training .suffers in 
< ~ 

quaLity because of the demands of the other, then it would 

seem advisable te reassess the role of theatre programmes 

in the jCEGJP1-o.-..----

Currently, the basic theatre training programme as 

approved by DGEC and set OIÛt in the 1980":'81 Cahier ls as 

follows. in Tables 7 ... 10. 
~f\ 

J. 

" ' 
t .,-

Key for Tables 7 - 10 ~. 
. ~ , ~ "' Year numbers indicate the length of the course and not 

necessarily the year in which thè course 1s given. Numerals 
, \ 

0-0-0, indicate the number of h~rs p~r week in class time, 
'-

26 Telephone interview, CEGEP instructor, January 19" 
1981. 

, . 
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'laboratd'ry and preparation time. Numbers in (0-0-0) iildi-

cate course hours before 1978-79. ---. no course. 

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 

DRÂMATURCY 

PIeTORIAL AND 
SPACIAL DESIGN 

SCENOGRAPHY 

, . 

, f 

Numbers Yeaf 1 

110-610 3-0-1 

111- 611 0-5-0 

121-621 0-5-0 
... ~ '1.(0-3-0) 
~, " 

131-631 0-3-0 
(0-4-1) 

141-641 2-4-1 

151-651 

161-461 

371-471 

120-620 

110-610 

(2-4-3) 

0-6-0 
(0-6-4) 

2-2-0 _ 
(1-2-0) , 

0-3-0 
(0-6-4) 

0-6-0 

3-0-;-1 

112-612 3-3-0 
(3-3-2) 

130-630 2-1-1 
(2-1,,:,1) 

J 

tYear 2 

3-0-1 

0-5-0 

0-5-0 
(1-2-0) 

0-3-0 
(0-4-1) 

2-4-1 
(2-4-3) 

0-6-0 
(0-6-4) 

'2-2-2 
(0-3-1) 

~ -----

0-6-0 

3-'0-1 

3-3-0 
(3-3-2) 

2-1-2 

Year 3 

3-0-1 
(added 
1979) 

'0-5-0 
(0-4-0) 

0-5-0 
(0-2-0) 

3-3-0 
(2-2-2) 

2-4-4 

0-6-3 
, (0-6-4) 

(0-3-1) 

0-6-0 
(0-6-4) 

3;-0-1 

3-3-0 
(3-3-2) 

2-1-1 

• 1 
1 

;.,~ .. 
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Course 
, , 

STAGECRAFT 

,ARTISTIC DRAWING 
(. 

INTROpUCTION TO· 
STAGECRAFT 

RADIO/TELEVtSION 
PRODUCTION 

\ 
-. STAGING 

\ 

PRODUCTION 

TABLE 9 ' 

DESIGN 561.03 

HISTORY OF COSTUME 
AND DECOR 

, 
PRODUCTION 
LABORATORY 

INTRODUCTION 
SCENOGRAPHY 

\ INTRODUCTION 
LIGHTING 

STAGECRAFT 

INTRODUCTION TO 
THEATRE 
MANAGEMENT 

DRAWING 

SCENIC DRAFTING 

Di\AMATURGY . 
. r 

SET DESIGN 

\, 

! • 

" 
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NumbereÎ' Year 1 Year 2 Year 3 

150-650 0-3-0 0-3-0' . 1-2-2 
(0-3-0) 

152-452 1-2-0 1-2-0 -----
(2-2-2) 

160-260 2-1-1 3-0-1 -----
(3-0-3) 

322-622 1-2-1 1-2-1 -----
(3-3-0 ) (3-3-0) 

592-6,92 0-10-0 0-10-0 -----
(new course in 1979 ) 

520 Art History 
160-260 3-0-1 

120-620 0-6-0 

2~1-2 

0-6-0 0-6-6 

134-234 
\ (new course in '78-'79) 

2-1-1 
140 (1 semester. New course in '79) 

" 
150-250 0-3-0 

1 160 '2-1-1 
Ci semester) 

170-670 2-2-2 

180-280 1-1-1 
(1-2-1) 

1-2-0 

210-610 3-0-1 3-0-1 
(1 semester) 

333-633. 1-1-1 
(2.-1-2) 

~----

.. -----.. 

0-.2-2 

3-0-1 
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Course 

~ LI G H TIN G DES I,G N . 

COSTUME DESIGN 

CU~TING - COSTUME 
ç, 

.EXECUTION 

PROPERTIES 

SET PAINTING 

Numbers Yesr 1 YesT 2 

1-2-0 340-440 

~, 

343-643 

(new course) 

1-2-0 
(2:"1-2) , 

353-653 1-2-1 

560-660 1-2-1 
'(0-3-1) 

590-690 0-2-1 
(0-3-1) 

1-2-2 
(1-2-3) 

1-2-0 . 
(1-2-1) 

----~ 

plus: ONE of the fo11ow~ng: 

HISTORY OF COSTUME 
AND DECOR 

or 

LIGHTING DES1GN 

ARTS 520 
360 

540 

1-2-1 (1 semester) 

1-2-1 (1 semester) 

and ONE of the following: 

HIS TORY OF COSTUME 
A~D DECOR 

or 

pGHTING DESIGN 

1 

TABLE 10 

TECHNICAL 561.04 

DRAMATUR.GY 

PRODUCTION 
, LA,BORATORY 

" ~ 
INTRODUCTION 

~ 
, SE:ENOGRAPHY 

INTRODUCTION 
LIGHTING 

ARTS 520 
460 1-2-1 (1 semester) 

640, 

110-610 

120-620 

134-234 

'140 

1-2-1 (1 semester)~ 

3-0-1 

If 
0-6-0 

2-1-2 

3-0-1 

0-6-0 

~ 2-1-1 (1 semester) 

\ ' 
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Year 3 

3-0-1 

0-6-6 

d 
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Course Nll~''b ers 

STAGECRAFT , 150-650 

INTRODUCTION THEATRE 
MANAGEMENT 160 

DRAWING 

SCENIC DRAFTING 

STAGE 
MANAGEMENT 

LIGHTING DESIGN 

SOUND 

170-270 

180-480 

314-414 

"340-640\ 

404-604 

\ , 

fear 1", ,Year'o 2 

0-3-0 0~3-0 

2-1-1 (1 semester) 

2-2-2 

1-1-1 1-1-1 

3-0-1 
1-2-1 2nd semester 

(1-2-1)" ' 

1-2-0 1-2-1 
(new course '79) 

1-2-2 

212 

Year 3 

1-2-2 
(1 sème­

. ter) 

1-2-1 
1-2-2 

(1-2-1) 
(3 semesterS ooly) 

LIGHTING 
TECHNIQUE~ , 

444 1-2-0 (1 semester) 
(1-2-1) \ 

THEATRE 
ADMINISTRATION 

, (Production 
Management) 

524-624 1-2-2 
(1-2-1) 

Plus: ONE of the two f,ollowing, courses: 

HISTORY OF COSTUME AND DECOR 
CUTTING - COSTUME EXECUTION 

520-160 
561-353 

One oi the twb fo11owing coutses: 

HISTORY OF COSTUME AND DECO~ ,520-260 
CUTTING - COSTUME EXECUTION 561-453 

Three courses from amongs the fo11owing: 
~ . l "~ 

HIS TORY OF COSTUME AND COR 
STAGE MANAGEMENT \ 
CUTTING - COSTUME EXECUTION 
PROPERTIES 
SCENIC DRAFTING 
SCENIC PAINTING 

520-360 
561-514 
561-553 
561-560 
561-580 
561-590 

• 
3-0-1 
1-2-2 

3-0-"1 
1-2-1 

1-2-1 
1-2-0 
1-2-0 
1-2-1 
0-1-2 
0-2-1 
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Three courses fro~ amongst the following: 

HlSTORY OF COSTUME AND DEÇOR 
ST-AGE MANAGEMENT 
CUTTING - COSTUME EXECUTION 
PROPERTI ES 
SCENE DRAFTlNG 
SCENIC PAINTING 

520-460 
561-614 
561-6'53 
561-660 
561-680 
561-690 

1 

1-2-1 
1-2-0 
1-2-0 
1-2-i 
0-2-1 
0-2-1 
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1C 
A study of the changes made to the programmes 1isted 

above shows t~a~, in arder ta bring the total number of hours 
. 

in, each ,option in line with DGEC requir~ments, in general, it\ 

is student preparation time which has been eut rather than 

class and laboratory time. 

Prior ta 1979, the Produttion option 561.02 combined 

Production, Design and Technic'al courses. ,DGEC regulations 

made con~iderable changes necessary in this option. The 
\ 

~esuLt was three separate and clear1y defined speclalizatlons 

in the area of Production. Very few changes were necessary 

[~n thp courses themselves w~ich make up these three programmes 
, 1 • 

t"p: bring themJinto line with DGEC norms. lt i5 worth noting 
.. ~ , • .1 ; 

': 1 l' '\ ' 
'\.tha't;, Pro duc t,ion s tud en t s, 1 ~ke th eir c oun te rpar t s in the 

/" 
Acting -~p,tion, must take a three-year seque?ce of Theatre 

~1asses. 'Unfortunately, the production programmes 

do not ~rovide opportunity for would-be technicians ta take 
~ , 

~ .. 
introductory acting courses. 'An u~der~tanding by the pro-

ductfon staff of the special role and problems of the actor 

i8 essential ta the proper functioning of the ensemble. 

- -
lt is the ~cting option'which has suffered most severely 

from the programme revlsions of 1979. As outlined, the pro-

gramme provides only very basic training in the major areas 

. , 

\. 
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" 

of Voice, Interpretation, Movement and Improvisation, 

supp1emented by The.atr\ ~i~tory, r Tex~ and à t'udimentary 
1 

course in Make-up. ~Introduction to Production was one of 
1 

many a c tor- t rai'n iIlg cour 5 es .t 0 b e. d ropped -in or d er to mee t 

DGEC requirements. Thus, Acting stud~nt~ no l~ger hàve 

'fqrmal opportunities to experience at first hand the pro-
• 

,r 
blems and r esponsi bill ties of the, p roduc t ion team. The 

... èolleges have a1so fbeen fotced to -dr~p classes in Dance, 0 , 

Mime, Fen~ing, Music and Audio-Visual Techniques. Other 

courses such as Voice, Make~up, Interpretation and.Text 

hav~ had their class-hours or p~eparation time ·curtat1ed. 

Move~ent, Improvisation'and Theatre His~~ry, on the other 

hand, hav~ been given greater importan~e. < M~~~nt-c-r~~~e-S--

have been a1lotted an extra hour each week in the third 
"-

year; Improvisation now occup~es five,hours per week instead 

of tw'o; and a third-yeàr class, in 'F-heatre History has been 

added. 
1 

The emphasis on Theatre Histor·y ~n all options refle~ts 

)'the international trend towards a more 1ibera!. education for 

professiona1 theatre artists. ln this respect the CEGEP 

-
students with Theatre History, En~lish, Humanities and four 

,other clPlementar y courses 

cou?terparts in the NTS and 

are bette! serv~d than thei! 

the British schools where 

academic studies are ei ther minimal or non-exis tent. The 
" ' 

---

severe1y limited na~ute of the CEGEP Acting option, however, 1 

rais es the question as to whether the çolleges can now offer, 
, \. 

or claim to offer, professionsl actor-training. In a 

( 

,o. 
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. 
quantitive analysis. thei'r programmes do not now compâre 

favourab~y with any of the major professional s,chools. 

'\ , 

, 
.-<', 

DesI?1te the new regulations'. bath Daws.?n and ,John A.bbott 

College have eontrived ta extend ~h~i~ actor-train~ng ;ro-. - \ 

grammes beyond t~e limit~ set by DGEC. No writtén outlines 
o / 

we:r::e available from Dawson College, but Protess'or Henry in'"", 
~ 

dicated"that his courses follo~ el~ser1 the~eontent and 

objectives outli,ned in the 1980-81 'Cahier, "as do those of' 

Jo h n Ab h,o t t who sei n s 't rue t 0 r s we r e in vol v e d in pla n n in g a·n d 
. 27' r 

wr-iting ..the '"rationales for ,the Cah'ier: In addition to the 

bas i ç. fro gramme Daws on off ers t r ai~ing" do" Mime, Singi~g' and, 

o Da<neing. As'has ~lways been th'e casè at Daw~n intr:o-

duction to production is an Integral part ofe the' Acting 
? 

Pfogramme sinee there are no PrQd~ctio~ options'at this 
, , co 0 

college •. Act;:ing students are taught rudi,mentary productâon 
1 . ' 

skills and do most ~f ~he technieal work for their own sho~s, 
.. 

with help of the faculty and such The'atr~ 560 studen'ts as 

wish to gain p~actital production experleoce~ 

" ~ohn~Abbott has,.offie~.lly, dropp,d it~ 'prod~~tlo~ 
c' 

• J 

cou1;se for ActitlS stud,ents, but first- and secorid-y'~ar o. 

, . 
students ma, S,ain experience by helping wi,th sec:ond- a~d 

o 

third-.year shows. Danc;.e has been dropped from the programme. 
, 

The work in this course fs now combined wit~ the Movemerit 

c\~urses and the- Acting LaboratorY' to give the 8tude~ts t~ain­
or 

in'g in dances in dffferent periods cand sty'les. Musica·l 
• Q 

'continued on ,p. 217 

1980. 

27 
Personal interview wi'th Professor Henr,y, November 8, 

See Table 11', p. 216. ~ 

> Q 
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TABLE Il 
, 1 

PROFESSIONAL THEATRE 561.00 
\ 

ACTING 561. 01 
• 1 

, 

\ FIRST SEMESTER ' \-". 

, 60~- "i 

'345-
109-
561-1»0-79 
561-'111-79 
561-121 .. 79 
561-131-79 
561-141-79 
561-15:1-79 
~61-161-79 

Eng'1i&,sh l f 

Humanit1~s 
Ppysica1 EQucation 
Dramaturgy l 1 
Movement 1 
Improvisation l 
Voice\ l 
Inter1\.retation l 
Acting Lab. l 
Text l 

THIRD'SEMESTE'R 1 
603-
345-
109-
561-310-79 
561-311-79 
561-321-79' 
561-3'31-79 
561-341-79 
5 61- 3 5.1- 7 9 
561-371-79 

'~n"81i~h 
Humanities 
Physica1 ~ueation 
Dramaturgy III 
Movement III 
Improvisation "'lII 
Veriee II~ ., 
Interp'ret~tion III 

, Acting Lab. III . 
Make-up 1 John kbbott 
(Te~t III Dawson) 

FIFTH SEMESTER 

561-361-79 

561-510-79 
. 561-511-79 

561-~21-79 
561-531-79 
561-541-79 
561'-551-79 

Jext III (Dawson -
Make-up 1) 

Dramat~urgy V 
Movement Vo 
Improvisation V 
Voiee V 
Interpretation Vft 
Acting Lab: ·v 

216 

SECOND SF;MESTER 

603-
345-
10,2..-
56T-210-79 
561-211-79 
561-221-'19 
5p1-231-79 
561-241-79 
56'1-2'51-79 
561-261-79 

E·nglish 
Humanities 
Physiea1 Edue. 
Dramaturgy II 
Movement II 
Imprbvisation II' 
Voiee II 
InterpretationII 
Ac tin.g Lab.,' II 
Text II 

FOURTH SEMESTER 

603-
345-
109-
561-410-79 
561-411-79 
,561-421-79 
561-431-79 
561-441-79 
561-451-79 
561-471-79 

English 
Humanities' 

• Physical Edue.· 
Dramatu.rgy IV 
Moveme.nt IV 
Improvisation IV 
Voice IV 
Inte~pretationIV 

Ac ting Lab .. IV· 
Make-up II John 
Abbott (Text IW 
D,awson) 

S IXTH SEMESTER 

5 61-4.61- 7 9 
~ 

561':'610-79 
561-611-79 
561 ... 621-79 
561-631-79 
561-641-79 
561-651-79 

~ Ç" Il, 

Text IV (Dawson -
Make-up II) 

• Dramaturgy VI 
Movem~nt VI 
Impro,Jltsation VI 
VOlee VI, 

,InterpretationVI 
\ .~ . Acting Lab. vI 

Source: .John Abbott Ca1endar 1980-81, p. 52. 

\ 
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Interpretation is no longer on John Abbott'~ piogramme. lt 
\ 

has been rep1aced by an extra-curricula activity c~lled ~ 

, é'ho if' . Fencing 1 once part of actor-~rainln§. 
A 

Is now 
'\. 

offered by the Physical Educatlon.Department in its first-

year program;e, 50 Acting students ar~ able to benefit from 

this course as part of their Core requirements. 
1 

D'esiite the importrnce attached to voiee .training in 

the Canada Couneil Report, Votee was,one of the coutses 
, 

downgraded ~y the CEGEP Programme Committee in 1979. The 

NTS in comparison has recently extended its classes by about 
• 1 

one hour per week in aIl three years, and Brit~sh sc~ools .. . 
have traditionally placed conaiderable emphasis upon thls 

28 
aspect of actor-training. , 

( 
Officially, neither college off~rs courses in audio-

visual techniques. Gi ven the nature of the market, espe.-

c~a!ly for young actors, it .is fO be hoped that sQme pra-
l 

vision for trainiOng in this vital area will be made by each 

of the co11eges. John Abbott, in particular, should be able 

to take advantage of its new, facilities and utiliz~ tbe 

. ." . 
expertise avaflab1e in its Design and Technie?! secti?ns to 

~ offer some experience in audio-visual techniques, even if lt 

i5 not able to offe~~the full course as before. 

The objectives for each course and the ctntent of the . 

programmes are cl~arly outlined in the Cahier. None of the 

28 Pe~sonal interview wlth Mr. P. Dennl~on, NTS, 
Montreal, Match 14, 1980 • 

. 
o 
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CEGEP involved w,ith Professiona1 Theatre training offers aIl 
" . Il 
four Theat~e optio~s. Both English CEGEP have t~e Actor-

training programme; but, to date, only J~hn Abbott in tbe 
~ 

English sector is empowered to of ter any of thA Production 

..1 '. 

programmes. Currently, John Abbott's production-training 

consists of the Design and Technical options. The objec-

tives and content for the Acting, Design and Technicàl 

courses are summarized and des~~ibed bri~fly below. 

Dramattirgy, or Theatre History, ois a requ~red course 

for )a11 Th~atre-o,ptions. The pl:ogramme in the Cahier i8 

designed ror the French tEGEP. The chronological study 
• L , 1 • , 

, \ 

.. 

begins with the Gre~k, Roman and Italian theatres and play-

wrighta and concl~des with a study of contempora~y drama. 
A 

The playwrights listed emphasize French cult·ure, 

and given to the evolution of 

drama and theatre in The English colleg~s aré ex-

pected t~ adapt this outline to meet the .needs of their 
\ 

st~dents. Theatre History in the English CEGEP, recently 

extended to a three-year programme, is currently under 

review. As outlined in the John Abbott 198~-8l calendar, 

the courses are base~ on the traditional, chronological 

approach and%there are no outlides, as yet, for third-year 

cour&es. The format for the programme consists of lectures 

and discussions. Stu'dents are expected Ito submit' one writ-

ten research paper. each semester based on the Btpdy of an 
• f' 

article, play o~ product1en. The student must a180 com­

municate, 1n written or pract;cal form, the experiences and 

" ' Il 
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'( 

insight~ gained during his or her res~arch. 
! 

Movemen~ courses in the first Qear feature basic 

exercises desiine~ to develop bo~y 'awareness, fIexibiIit~" 

controi t strength and good posture. Creative work ~s com-

bined with movement improvisation and elementary choreo-

graphy in the con~truction of dances. The second- and 

third-year courses continue basic exereises while te~ehing 

a variety,of .movement skills to enable the student to move 

\'. 1 
effectively in any given dramatic situation. In the third 

year (more time Is deyoted td creating detailed chpreo­

graphie work. Evaluation is based on attendance, partici-

pat ion and artistic growth. 

Improvisation is a three-year course. The objectives 
i 

of the first two yea~s are to free the student from-mechanieal 

or clieh~d behaviour and to stimulate ~pontaneous creative 

activity. The courses inelude exereises in orientation, ex-

posure and involvement, sensory awareness, acting with the 

whole body, emotive exercises and the development of material 

for spec~fie dramatic situations.' Stud~nts are'e~pected to 

analyze and evaluate their reactions and arrive at artistic 

judgements. Formal~evaluation 18 based on attendance, par-

ticipation,' and acquisition'of skills. The third-year 

course is designed to polish improvisation techniques, to 

expand the rangi of e~otio; and to give experience in the-

development of relationshi~s through improvisations. In 

1 -
tig~tly-controlled exercises ~estrictions are imposed in 

terms of 8ubject, time and situation. Story theatre 

, - j 
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, \ 
techniques are developed ta a performance level, and, stu-

dents are evaluated on concentration, character development 

and their ability ta polish improvisational work. 
li, 

The objectives of the three~year Voice programme are 
- , 

t'o teach the student ta use his, voice, with ease, 'clar!ty and 

control; ta project without strain; llnd ,to evaluate his own 
l 

and others' voi'ces; _ Studies ,in breath control, projection 

and r es onance, phras ing and voca l 'tn terpr'e ta t i on, range, 

pitch ~nd the mastery of vowel sounds of Standard English 

make up the programme. lndividual faults are isolafed and 

corrected. The need for c'ontin.ual practice is stressed; . 
and methodology includes lecturés, assignments, and the use 

of audio materials in individual and group exercises. 

Evaluation i5 based on commitment and progress,as reflécted 

in class-performance, recordings made at t~e bLginning and 
, . 

e~d of each term, and, in the second year, projecfion work , 

~n the stage. In the third year,work on basi~s continues, 

d h d \ l' i d an t e nee for constant voc. practice is aga n stresse • \ 
1 

The emphasis at this level is on the development of warmth 

and varie~of tone, on resonance and nuances in speech, 

tonal and pitch ranges and work on a var,et~ of dialects. ~ 

The stude~t ls evaluated on a presentation before a panel 

of tte acting fa~ulty~ ", 

Interpretation ia concerned with ~cting techniq~es for 

theatre, f1tm and, television. The firat year ia an intro-

duction to basic acting sktIla, wlth'specia~ attention to 

! ' 

(' 
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imagination, 
, l 

concentration, relaxation, arld the achlevement . ~ , . Il 

of a sense of truth. Increase4}'lexibility ~nd versat11ity 

through working agalnst one"s own 'type' c.ons'titute the 

_ JÎ~ 
primary goals for the seco~ year. 

" 

to develop characte~izationsJ and 

Improvis~t~èn 18 used 
; , '(. 

time 15 4.~vbted to the 
'1 

p~eparation of, scene studies from a variety of modern texts. 

,w , • 

In the secoJld 's,emeste'r 0one-act plays lnd, later, class..1cal 

sce~es are presented as studip, prd'-d:(ctions. , The f,inal year 

consists of sorne theoretical revlew of the wo~k already 
, " 

\ '" ~ '), \ • l , 

completed, int~nsive practical classroom exp~rienc~ and 

pub.lie performance in 'the college theatre. 
" 

1 n the" f i r s t 

sem~ster, students increase thelr knowledge ~f the demands 

made by the classical repertoire through the study and pre-

sentatlon of two complete act~, one each from a comedy and 
. 

a drama. By the end of the semester the studen~ is expected 

to have mastered the basic elements of style demanded by 

eaèh of the classical periods and to utilize these skills ln 

an effective performance of a character. In the second 

semester the student ia expected to create and interpret a 

'" role effectively in any glven'play. Evaluation 11n this 

course i8 ba8ed of attendance: participation and artistic 

growth. 

The Acting laboratory extends the work ln' interpreta-
. 

tian and impt~vi8ation, teaches the methods of rehearsal 

preparation, rehearsal ethics and theatre~disci~line, and 
, . ' 

develops.an awareness of the rel~t1onships between various 
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theatre personnel. the material us,ed ls Jrosely related to 

the work ip progress in 

based on attendance and 

ol~h'er c!s&sses, 

term w'ork.( l~ 
and eva~uation i6 

the third ye~r cen-

trasting scenes irom the classical.ari~ modern repertoire are 

stukied, and the student prepares his role for the final 

f~l-l.ngth prod~tion. During the final semester, the 

student also prepar~s ~cenes and audition pieces under the 

guidance of a~ instructor. -

The principal objectives in the first year of the Text 
.J -

course are to. train the student to sight-read. a vari_ety of 

material flu~ntly and expres~ively, and te encourage an 

analytic study of dramatic scripts. The methodology used 

combin~~ lectures, discusèions, demonstra~ions and 'practical 

laboratpry work with a tape recorder. The second year 

supplemebts the Voice course and giv~s the student oppor~ 

tunity to apply techniques of oral interpretation te passages 

drawn from dramatic, narrative and poetic t€xt~. The student 
. -

is expected to study and dlscuss the materia~ and then give 

his i,nterpretation of it. ,Individual ceaching 1s an impor-
• 

tant part of the course._ Evaluation 16 based on four class 

presentations. Improvement as weIl as ability Is taken into 
, 

account along with att~ndance and part~cipati~>n.· The third 

year i6 devoted to tjJ.e reading and discussion of a variety i-

of text~ wit~ a special emphasis on the use of language and 

it~ idio~. Prepared scenes or speeches form part of the 

final evaluation. 

Maké-up classes ~n the first semester aim to develop 
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skills in the two- and three-dimensional effects used in • 

e~racter make-up for the stage, and include some texturing 
), 

techniques and the a?plication of false hair and facial 

lifts. In the ~cond sem~ster instruction focuses upon the 

~three-dimensional'effects used in film and ~:leviSion, with 

ih emphasis on prosthetfcs. Students are taught how te 

assemble a 'morgue' book which, with a pract1cal exam, is 

the bas is f or ev alua t ion in t his course. 

Musical Interpretation is now an extra-curricular 

activity. Variously known as 'Choir' (John Abbott)., or .. ,_ . ./' 

'Singing' (Dawson), 'this activ,ity 15 intended to complement 

the training in voiee, rhythm and communal cooperation. In 

the first semester students study the rudiments of music 
---t 

and prepare choral selections. The ~~cond semester 1s 

devoted to a deeper level of comprehension of musical the ory 

and ,the study ana p~esentation of more complex choral pieces. 

At Dawson, Dance classes expose students t? a variety of 

dance style~, ancient and modern. Creative compositions are 

a1so encouraged. 

Training in Mime at Dawson develops the art of gesture 

by using traditiona! techniques with emphasis at first on 
l '~, 

simple movements and the neutral, mask. In the second year 

emphasis is placed on the analys1s of expressive movement 

and performan~e styles, and creative work 1s encouraged. A 

study of traditional character masks and the present8t~on of 

a mime in a studio workshop completes the training. . -, ,., 
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In the final year' both colleges ensure that students 
, / 

are taught'how to seek professional iork. They muai know 

the requirements of the professional organizations of 

Eq ui tl" and ACTRA, and be able to assemble material sui table' \ 

for the best exposure of their individual talents. 
1 

Mr. Mal~ough and 
r 

Prof essor Henry both st res sed the 

1 
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 group, individual , 

members, of staff and the staff as a whole. In this, way the 

stüdent is made objectively aware of his progress and learns 

to' respond to' both positive and, negative criticism. Both 
,') 

colleg~5 utilize a similar percentage system of evaluation 
, . 

., which ls based upon attendance (at John 'Abbott three 

un justifie d,absences constitute failure of the cou~8e), 
1 

participation, progress'and ~'fihal assignment or examina-

t i'o n. de pen d in g u po n the na tu r e '0 f the. cou r 5 e • 

Th~ AcÇing programmes at the English CEGEP reflect the 

basic phirosop~ies of the English Acting section of the NTS. 

Actor training i5 directed towards the acquisition of skl1ls 

ra ther ,than towards exploration, expetimenta t i",on and tre 

development of t~e students' self-expression. @The Engl,ish 

CEGEP'programmes as a whole are more concerned with pre­

serving e~tablished values and methods than proyiding a 

centre for e~perimentation. lt should b,e' note~}(at 

experimen tat,ion, the commi s s ion,ing of new worka-, a'nd 'the 
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production of Quebec plays 18 a majo~ concern of both the 

francophone section of the NTS and the French CEGEP. 

Training for would-be Directors is seem1nglY,.;}ire. /:...... ,\~ 
~' None of the professional Bchools include director-training 

in their programmes. SA far as the CEGEP are conceined, 

training for direction consists of teaching acting and pro-

duction students ta understand the rudiments of the 

director's work and .his relationship to the cast and crew. 
\ 

Opportuniti~s t~ observe and work with professional guest 

direct ors occur throughout training and~ in particular! 

during the third-year productions. 

The two CEGEP maintain close contact with local profes~ 

sional theatre groups, television, radio and the National 
\ 

Film'Board in order to offset in somé measure the isolation 

of the colleges from the ~orld of 'professional theàtre. 

Saint-Denis believed th~t a theatre tr;aining schoel "should 

not exist in isolation. It should be related to an active 

theatre, the aetors from whieh might fin~ it profitable from 
~ l , 

time ta time to return ta the school to improve or develop 

one aspect of their talent" (Saint-Depis, p. 108). With one 

exception, Canadian professional schools are not attached 

to ~rof~ssional companies. At present the onl~_Canadian 

~ school in that enviable po~ition is the Vancouver Playhouse 

Theatre School. John Abbott College hopes, once construction 

of its facility i8 completed, to form its own company and 

a160 to offer workshops for professionals. The students 

WQuld thus have the opportunity to observe and work with 

.. 
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) professionals and, occasionally, to participate in the 
1 
\ . 

Performance plays an 

com~pn '5 perf~rmances. 
.-"/ 

important part in CEGEP traj~l~g 

pro rammes but, in common with the other profe~sional 

schools, it is not until the third year at either college 
... 

that students are permitted to appear in majo/ roles in 

full-scale public performances. During the, first ,and second 

years, practical work.takes place in workshop situations and 

studio productions. Second-year students of particular pro-

mise are-permitted to audition jor minor raIes in third-year 

productions as the need arises. 

Second- and third-year productibn~ include scenes, acts ~ 

and plays from bath the' classical and modern repertoire. 

~mpha~is in the first year is pn modern texts and scenes, 

and in t'he second year on classical 'scene ~s tudies. Third-

year productions may be either classical or modern, dep~nd-
" 

ing upon the particular needs of the group in'any gtven year. 

Mr. Mallough and Professor Henry cited the following as a 

r~ndom sample of second and third-year performances ~Uii~g, 

the last two years: 29 

John Abbott 

An t ig"one 
Row the Other Ralf Loves 
A Phoenix too Frequent 
A Midsu~mer Nig~t's Dream' 
The Mis er 
ihe Italian Straw Hat 
Ring Around the Moon 

1 

Jean Anouih 
Alan Ayékbourn 

'Christopher Fry 
Shakespeare 
Molière _ 
Euge~e Labiche 
Jean Anouih 

29 Personal interviews with Mt Mallough and Professor 
Henry. Montreal, November 1980. 
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·John Abbott 

Black Comedy and White Liars 
Ah, Wilderness! 
The Country Wife 

DaW{On 
Twe fth Night 
Rose Tat to'o 
Saturday, Sunday, Monday 
As You Like It ' 
Uncle Vanya 
The Hoste.ge 
Volpone 
After the Fall 
J~ 

Peter Shaffer .... 
Eugene OlNe 111 
Wtlli~m Wycherley 

Shakespeare 
Tennessee Williams 
Eduardo de Phillipo 
Shakespeare 
Anton Chekhov 
Br~ndan Behan 

,Ben Jonson 
Arthur Mliler ... 
Archibald McLeish 
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It must be stressed that the above is a r~ndom sample and 

does not necessarily indicate bias t~wards training in either 

the classical or the modern repertoire at these ·colleges. 

Public performances provide an opportunity for coqtact 
l '~p 

with local-high schools and the communi~y at large. The pro-

fessional theatre students prepare ,and take scene studies ta 

the schools as part of their training programme, and the 

schools in theLr turo reserve blocks of tickets for major 

productions. By, re~son of their location bath colleges might 
\ -

be said, ta some extent, te act as local community theatres, 

and eaéh has bu11t up a neighbocrhood audience. The third-

year productions also act as show-cases for graduat1ng 

students. Professi,ooal people from, local theatre companies, 

the Film Board, televisioh, rad~o and film companies" as weIl 
\ 

as local critfcs, are invited t~,attend the shows, ~hich are 

judged by professional standards. 

To what degree the performances affect the graduates 1 

'/ 

, ... 

\ 
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chances of employment is impossible to determine. No sta-

tistical information is available c~ncerning the number of 

CEGEP student~ who have succceeded in obtainJng emplo'~ment 

upon complet ion of the!r training~ A local film-making 
1 

'boom' in the last few ye~rs has, accordin~ to bath chair-
-. 

.& 

me~, pro'vided employment for many graduate actors and / 
30 

technicians. Thè hearsay report;s of CEGEP 'chairmen" indi-
s 

eate thl!,t the "majority" of ---------------------­.in, ffnding employment, in some ~ the entertainment 

indust ry, and, that. ge.nerally,' techni~~ a,re a;l:=--

to obtain emp'IOy~ent more easily than actt"ng stude~l 
The Technical options designed by the provincial' 

Coordinating ,Commit tee are very similar to those otfeted by 

the NTS or~ indeed. a~y of the international schools which' 

offer speëialized,technical theatre trainihg. As is the 

. l ' case in most professional schoole, the CEGEP productio~ pro-

grammes ~re intended to interact with the Acting option. ,A, 

comparison between the Cahier courses descr~bed on pages 

209 - 213 and John 'Abbot t' s pro'gramme on pages 229 - 230 

continued on p. 23f 

30 Personal interviews with Prqfessor Henry and 
Mr. Mallough, Montreal, November 1980. 

\ .... " . ~ 

31 The President of the Canadian Actors' Equity 
Ass o'ciaUc;'n, Mr. Dan MacDonald, inf ormed the Ca~ada 
Couneil Committee that he estimated that anglophone 

~ Canadian theatre might be able to absorb thirty or 80 neM 
members each Y,eu. (CeR, p. 10) 

1 

" 



\', . 

1 

If 

, , 

32 
TABLE- 12 

PROFESSIONAL THEA1RE 561.00 

'DESIGN ~rTION 561.03 .' 
• 1> 

FIRST SEMES T~R 

60'3-
345..j» 
109-
561-110-79 
561-120-79 
561-130-79 
561-140-79 
561-150-79 
561-170-79 
561-UW-79 

Engl1sh , 
Humâni t'ies ' ~' 

Phys. Education 
Dramaturgy.l 
Production Lab 1 
ScenOgraphy l 
Intrq to L1'ghtingc 
Stagecraft I 
Drawing _ 
Scen~c Drafting 1 

" . 
THIRD SEMESTER 

603-
.345- ~, 
109- ( 
520-160-79 

561-310-79 
561-320-79 
5 61-"3 3 3 - 7 9 
561-34'0-79 
561-343-7,9 
561-353-79 
561-370;-79 

English, 
Human1 ties" 
Phys. Educatio,n 
Set and Costume 

History l 
Dramaturgy III ,~ 

Prod uc tion Lab III. 
Set De~ign 1 • 
L~ghting Design l 
Costume Design I 
Cost. Execution 1 
Drawing III 

FIFTH SEMESTER 

229 , 

( .' 

SECOND SEMES 'DER 
,~ , 

603-
345- , 

> 109-' , 
561-160-~ 

561 .... 210-79 
561~220-7.9 
561-\.230-79 
561 .... 250-79 
561-170-79 
561-280-79 

Engli~h , 
Humanities 
Phys. Education 
Intro to Theatre 

Managemen t l 
'Dramaturgy II, 
Production Lab II 

• S cenography II 
St'agecraf>t II 
Drawing II \ 
Scenic prafting 'II 

FOURTH SEMtSTER 

603-
345-
109-
520-260-79 

561-410-79 
561-420-79 
561-433-79 
561-4°40-79 
561-443-79 
'561-453- 7 9 
561-470-79 

•• 

cEnglish 
,Humanities 
Phys. Educ~tion 
Set and' Costume 
u Histpry II 

,Dramatux;gy IV 
Production Lab IV 
Set Design l,l,. 
Lighting Design II 
C~st~me Design If 
Cost. Execution II 
Drawing IV ~ 

S IXTH ,SEMES TER 

561-510-79 Drama~utgy V 561-p10-79 'Dramaturgy VI 
561-5'20-}9 Production Lab V 561-620-79 P,rodu'ctisn Lab V 
56:f-533-79 ."Set Des-ign III '56.1-633-79 Set DeHgn IV 

\ 561'-540+79 L:\.ght1ng Design 'II~ 561-640-79 Lighdng D,esign IV 
561-543~9' Co'stu~e 'Design III 561-6143-79 CO,stumj:! Design :EV ' 

'561-553-J9 Cost. Execution I~~ -561-653-79 C~st. Execution IV 
5&1-560-79 Properties 1 ' ' 561-660-79 Propet'ties II 
561-570-79 Drawing,V 561-670-79 \ Drawing VI ' 
5&1-590-79 Scene Jlainting I "561-690-79, Scen~ Painting II 

- 32 John Abbott Calendar 1980-81, p. 53. 
~ ~ " 
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TABLE 13 

PROFESSIONAL T~EATRE 561.00 

TEC~NICAL OPTION 561.04 

/ ; 

230 
1 • 

i 
FIRST SEMESTER SEtOND SEMESTER 

603-
345-
109-
561-110:'79 

,5617 120-79 
561-130"';179 
561-140-79 
561-150-79 
561-170-79 
561-180-79 

Eng1ish 
Humanities i ' 
Phys. Education 
Dramaturgy l 
Produ~tion Lab l 
Scenography l 
Intro to Lighting 
Stagecraft l 
Drawing 1 
Scenic Drafting l 

603-
345-
109-
561-100-79 

561-210-79 
561-220-79 
561-230-79 
561-250-79 
561-270-79 
561-280-79 

Bnglish "­
Humanities 
Phys. Education 
Intro to Theatrè 

.. Management 1 
Dram'aturgy II '" 
Production Lab~11 
S cenogr aphy II 
Stagecraft II 
Drawing II 
Scenic braf~II 

THIRD SEMESTER 
'Iv 

FOURTH SEMESTER 

603-
345-" 
109-
561'-310:"Î9 
561-314-79 
561-3"20-79 
561-340-79 
56,t-353-79 
561-,380-79 
561-404-79 
561-850-79 

English 603-
Humanities 345-
Phys. Ed~cation 109-
Dramaturgy III ,561-410-79 
Stage ManagemenL l 561-414-79 
Production Lab III 561-420-79 
Lighting Design l 561-440-79 
Cost. Execution l 561-444-79 
Scenic Drafting III 561-450-79 
Sound l 561-~53-79 . 
Stagecraf~ III 561-480-79 

Eng1ish 
Humani t ie.s 
Phys. Education 
Dramaturgy IV 
Stage ManagementII 
Production Lab IV 
Lighting Design II 
Lighting Techno. l 
Stagecraft IV 
Cost. Execution II 
Sc.nic D~afting IV 

FIFTH SEMESTER SIXTH SEMESTER 

561-504-79 
561-510-79 

,561-5-20-79 
561-524-79 
561-540-79 
561-550-79 
56,1- 55 3 - 7 9 
561':560-79 
561-690-79 

Sound II 
Dramaturgy V 
Production Lab V 
Prod. Management l 
Lighting Design III 
Stagecraft V 
Cost: Execution III 
Properties 1 
Sce'ne Painting l 

561-604-79 
561-610-79 
561-620-79 
561-624-79 
561-640-79 
561-650-79 
561-653-79 
561-660-19 
561-690-79 

33 John Abbott Ca1endar 1980-81, p. 54. 

, \ 
j , ' 

Sound III 
Dramaturgy VI 
F~oductïon Lab VI 
Prod. Management II 
Lighting Desfgn IV 
Stagecraft VI if 
Cost. Execution"lV 
'roperties II 
Scene Painting Il 

1 
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shows that the Design option has its full complement of . . \ 

d~signated coutses. The Techni~al programme, how~ver, 
, 

would appear, to judge ft;:om the Joh"n ~bbott 1980-81 
" 

Calendar, to lack the fo~lowing 

of studies: 

courses t'rom 
'\ 

" the programme 

\ 
\ , " 

- COURSE NUMBER (S). LENGTH OF COURSE 
BY SEMESTERS 

., 
, "Stage Management 514-614 2 

Scenic Drafting 580-680 2 
~istory of Sets 

and Costumes 360-460 2 

The ommission of these courses,1s no doubt occasioned by 

DGEe's hour and credit norms~ but their absence 18 a matter 

of consid'erable concern. If, as in the Ac,ting option, DEGEC 

norms take p'riO'rity over a thorough professional training, . , 

then the, CEGEP and the government departments s~ould re-
l 

assess the viabi1ity or role of professional theatre training 

at the co11ege 1eNely 

C~rrently~ the Design and Technical sections st John 

Abbott sharà an intensive, common first year. The student is 

expected to "achieve a certain degree of ski11, comprehen-
~ \ 

sion and appreciation of a11 the design and technies1 aspects 
34 -

of theatre" In the second and t~1rd years the student 

f0110ws the curriculum appropria te to his/her specialization. 
".1 

34 John Abbbtt Calendar 1980-81, p. 52. 
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Students in these options are, under the guidance of 

faculty in the first and seçond years, responsible for 
• 

mounting aIl shows presented by the Acting section. These 

may range from workshop productions to fuli-scal~ public 

pe!formanees. Evaluation depends to some degree upon the 

nature of the courses in this option, but in general cIas5 

attendance and particip~tion account for approximately 

~O%-50% of the final mark. The remainder of the mark is 
. . 

awarded for execution and co~pletion of specifie projec~s. 
, -

Three unjustified absences eonstitute 

course. A studert must also pass aIl 

a· failure, 0Me 

profeBsio~ ,~d 

\ 

core 

cour~ in his/her semester jn order to proceêd ta the next 

level. Exceptions may be made only with the formal approval 

of the faculty. 

The objectives and course content for the Professional 

Theatre Production options are given in deta~l in the 

Cahier. The Design and Technical programmes at John 

Abbott, summarised an'd described below, Icomply closely with 

DCEG regulations. 

The Production Laboratory ,first-year courses are ln-
1 

r 

tended to provide the'student with an'opportunity to 

acquire technical experience as'a crew member, working at a 

variety of tasks under ac'ual produétion conditiions. In 

the second year, students learn supervtsory s~ills as a 
\ 

cre~ c6ief during a produc~ion, assi~ted by a staff resource 

person; and in their final year students are assigned 

c 

, 
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specifie creative r~sponsibilitie8 depending on individusl 

capabi~ities and vocationa! goals. Compulsory attendance 

at professionsl theatre performances is an integral part 

of the thr~I~-year programme. Eval.uation 1B based on 
\ ' 

standards of work, dependability, ability to work in co-

operatiom with others, supervisory skills and BuCcess in 

meeting deadlines\ 

.T~e first two semesters of Costame Des~gn are intended 

to develop the script analysis skills necessary for the 

creation of an appropria te and effective wardrobe for any 

given p.la~ •. Life-draw1ng Skil'lS. costume-drawing ~nd "'­

costume designs for a modern ~ne-act play complete the work 
1 

of the first year. Considerable emphasis is placed on the 

importance of the director's concept and on working together ,. 
as an ensemble. Students are given weekly sssignments and 

~a project at the end of each semester. Second-year courses 

a'im to perfect sk111s in costume design and rendering. !'1nd 

ta teach students to coordinate costume and set design. 

Stud'ents. are expected .'tto design pegad---Costu'mes and to 

-------, --------
-----render costumes fOf3he--school' 5 third year productions. 

~- ~-----------The students are a1so t~ught how io prepare a portfolio 

for prof~ssional prelentation. 

Costume Execu~ion (Cutting) in the first year aims to 

teach the fundamentals of t'he costume cutter's craft. By 
1 

the end of the year students have acquired complex sewing 

skiJ.ls t -and have 80me 'familiar1ty with pattern adjuetment 
'( 

anJ ~he calculation of fabric estimates for v~rious styles 

\ 
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and periods of costume. In the second yeaT students learn , 
to build and execute, a ground pattern from exact measure­

ments, to style a gro~nd pattern to varioue costume shapes, 

ta make modern garments from the pattern and to drape and 

eut a costume on ~ figure. Evaluation i8, based on pre-

cision, efffciency, attentiveneSB, homevork assignments and 
,~- 1 

major production projects. 

Drawing is now a three-yea~~pr~gramme wh1ch, in the 

f1rst year, aims to develop basic skills 'in drawing that 

ca n b e ut i l1,z e d in the a tri cal d es i g n . The first yèar also 

includes a study of art history, and the student is expected 
f 

i 

to produce a wri~ten paper based on the study of' an artist 

of his/her choiee. In the second year the student is 

encouraged ta p'irfect 'Visualization skills " ta experiment 

with the use of" varioJs medià, and ta establish an effec-

tive style. This course also inc~udes freehand perspective 

render~ng, the visualization of form in space, mass and 

movement, the graphie treatment of 'textures and the use of 

colour and light. Third-y~ar studies stress speed and 
, , ' 

'. 
accuracy in rendering creative designs. In conjunction with 

1 

the study of figure-drawing,'a~d period costume and acces-

sories, students are instructed in methods of historical 

research and are required ta produce .ritten evidence of 

their-research at the end of the final semester. 
(\ 

The History bf Sets and Costumes 1s a compulsory Fine 
\ 

Arts programme of studi~~or Theatre Department 6t~dents 
in the Design section. The Cahier describes this as a 
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two-year programme, but Design option 

appears to inc1ude on1y two of the requfred four courses. 

Tqrough lectures, discussions and research, Design students 

1 study the changing faahions in se~s and costumes from the 

Greek Golden Age to modern times. A specifie study i9 
/ 

made of changing theatrical presentation from nineteenth 

century naturalism to the present day. The course of 

studies a1so covers a variety of rituals and festivals, in-

cluding those of the Orient. Evaluation is based on atten-
" 

danee and an inde~endent research project. 

The Lighting programme inc~udes Introduction ta Lighttng, 

Lighting Design and Lighti,ng Teehno1ogy. The introductory 

course is 'designed to familiarize students with equipment 

and procedures used in theatrical lighting execution. The 

four-semester Lighting Design section first treats the 

basic ski1ls necessary ta design with lights inJa standard 

theatrica1 space. The second semester str~sses a technical 

grasp of c~lour, optics and the behaviour of 1ight in 

theatrical cre~tions. A conci~e methodology for approaching 

de~ign problems in theatre is established. ln,the ~ecqnd 

year, the aim is to devlop competence in designing li~ing 
o 

for realistic set~ngs for proscenium and arena stages and 

cycloramas. ,Lighting Technology is intended te give the' 

.tudents an understanding of the e~ctrical and electronic 
~~ \ 

stystems used in a ihe..atrical installation, ,nd students are 
1 

taught how to operate a Memory Control System. 

( 

\ , 
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Two clos~ly-related areas of theatTe administration are 

studied in the Production Management and Theatre Management 

cours es. Production Management treata the functions of 

1 

each department invoived in theatre production - performance, 

publicity, ticket sales and the like. The basic skills of 

·scheduling and budget"ing are taught, and students are re-, . 

quired to make up a schedule, and to plan the staff and 

budget fo~ a smali summer season. Seconn semester studies 

examine commercial and subsidized theatres. In this semester 

students set up a schedule and outline staffing and bùd'gets 

for a regional theatre ta a standard neede~ for presentation 

ta a fund-raising bo~y. 

Theatre Management gives an understanding of theatricai 

organization, and the accepted channels of communication and 
-' ' 

authority in Canadian, American and Europe~n companie~. r 
~ 

r 
Theory and practice in front-of-House skills, Producing, 

Business Manag~ment and an examination of the finàncial and 

~egal aspects of theatrical organization complet~s the course. 
t 

The Properties course teaches the techniques of con-

struction and a praetical understanding of the materials ~ 

used. The §tudent learns how to interprét a property draw-

in~ and to execute a solid workable property. Evaluation is 

based on the quality of projects. 

Scenic Drafting introduces the student to basic drawing 

tochniques and the specifie challenges ~bsed by technical 

drawing for the_theatre. S~udent8 are taught how to.inter­
t 

pret set designs lnto clear, precise technical drawings for 

1 
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set construction. 

Scenography ,or the Principles of Design - involves a 

systematic investigation of the theory and practice af 

design for the theatre. Lectures ~nd discussions empha-
, !.l 

size the· relationship between the design and the script,,~-,7 

and the different architectural and direction~l require-

mente demanded by theatre through the ag~s. 

The closely-related Set Design course consists of 

lectures, discussiops and analysis, and practical praje€t6 

in its first year. This course attempts to give the student 

a working knowledge of script analysis for set design, and 

an understanding of the technical methods used to create 

atmo6phere in a variety of sets. In the second yeir, 
, 

students perfecf their practical design skills by working 

with multiple sets and decorative designs. During this 

year individual help is given in the preparation'of a port-

folio for professional presentation. 

Scene Painting gives instruction in the~aYOut of 

f' 
" sc enery, the mixing 0 f pain t 6 and t extures for f.lat and 

three-dimensional scenes, and thé skill; of \as relief' 

on canvas and scrim-drop. An evaluation i6 made of the 

stud~~t's participation and the quality of a drop project 

1 
a n dl a set - pie ce. 

Stage Management 16 a two-semester course. Audition 
. 

and rehearsal proced4res are studied as weIl as depart-

mental supervis~o~, and methods of running a production at 

" h.ome and 'on'otour.1 Evalualtion 18 based on the quality of 
, y 

, ' 

'. 

" 
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prepared prompt scripts and plots for scenes and plays o~ 

increasing complexity. 

Finally, the Sound courses gi've theor~tical and prac-

tical experience in the purchssing, aS8embly, installation , . 
and use of audio equipment for live 'theatre, television and 

filIl! and r~cording studios. Special emphasis is placed on 

preparation for production situ~tions of an unexpected 

nature. Evaluation is based on the level of acquired skills. 

The Design and Technical op'tions described above are 

simi1âr in methodolog-y- and content te the Production section 

at the NTS. A comparison between the D~;ign and Technical 

sections offered by John Abbott and- the National School 

(see ch. 4) shows that, in terms of course offerings, the 

programmes are almost ~dentical. There are, however, two ... 
major differences: NTS students do not receive the bene-

fit of a Liberal Arts education and the opportunity to 

graduaté with a College Diploma; and the CEGEP programme 

i5 ~hree years in length as cQmpared with the two-year 

programme offered by ~he NTS: The three-year production 

programme, it should be noted, ls longe~ than any compar­

able professional ~rogramme,in Canada, Britain, or the 

United States. The.CEGEP third year could be said to serve 

as an apprenticeship programme since it consists of fu11-

time practical experience mounting aIl types of, production 

for the Acting section. 
, , 

. The practice of using Producti~n pro8r~-mm~ to s-e.rvi~'e , 
1 
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Actor training was not fully supporte~ by th~ Canada Council 

Commi,t tee. 

il practice 

In its Report the Committee 8ugg~8ted that sudh 

resulte"d in "prema~t'e and concentr~ted 
application L;hich] can harm artifotic development. Simi-

larly, exposure to unworkable scripts and poor direction 

tao early in the development of the designet can-be deva-
" 1 

st.ating." In general, the COmmittee felt that production 

students \Tere 'given too much responsibility for mounting 

productions with in~dequate training (CCR, p. 65). 

Complementsry Aéting and Production programmes are ,common 
, ' 

te most institutions offering bath options, since the 

mutual benefits derived from such a practice, are obvious 

an~ practical. The Committee su~ges~ed that instead. pro­

duction students should be a/prentic'ed to prof~ssional 

companies for one year. ~n the current high unemploy-

ment among production personne! and union objections certain 

to b~ r~ised by Equity and'ACTRA. the CEGEP third yesr 

production experience seems, as practical a etrategy 8S any 

,suggested to dat~.-
, 

The Committee a1so crlticised the hierarchical divisions 

and other forms of s,egregation it found in many training 

~ schools. Segregation wou1d not seem to pose a probl~m 

within 't'h'e Professional programmes at John Abbatt. AlI 

three sections s har~ a common cour s,e (D~a turgy) : 

D.esign and Technical 8tuden~'s share a commôn firat 

the 

" year, 

'" 
and al1 groups receive instru,ction on ~~ relatlon8~i'ps 

'betwe~n actors, directors ani production staff. "The 
1 

\. 
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Department aléo emphasises _the communal-effort required to 

make a produciio~. 

The NTS production programmes were judged by the Càbada 

Couneil Committee to be comprehe~sive arrd 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 schoole considered, on a quantitive bas~s, 

to offer Adequate Produ'ction. training (CCR, pp. 81-83). 

Yet, on page 116 of the Report, it states that "the"train-

ing of acters, 1 technicians, and des,igners i,s gener_ally 

competent in aIl the the'atre schoels in Quebec", a eontra-

diction which leads one to suspect.that the programmes'in 

the Englis\ CEGEP received only cursery attention. 

Despite the somewhat uninformed and negative attitude 

of the Co~mittee towards the CEGEP theatre programmes, the 

Report did nete that the majority of Btudeu'fs who were 

. 
interviewed seemed satisfied with most of the training~ 

The Comm~ttee was also 'favQurably im~ressed with the 

conscientious and enthusiastic attitudes of the CEGEP 1n-
1 

structors (CCR, ,p: 116). 

While one cannot but admire the dedication and ~eal 

Whi~h inform professional th~atre'~ra1niog at the~Sh­

language CEGEP, it 1s ~mposs1ble to ignorè the 'que vadis' 

aspect of these programmes. lt beeame clear io my 

;' . -
discussions with M. Pare that their future '(and those of 

\ 

the Frenth CEGEP to a lasser degree) W8B ~n.8ome doubt. j 
1 

1 
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This uncertainty was a1so unde(lined by, the findings and 

reeommendations of the Canada Couneil Committee, which re-

ported that. in 1977, "some twenty-two theatre schools 
~ 

graduated appraximately 214 stude~ts in addition to the 

.unknown-numbers of non-graduates who swell an already 

gl~tted market" (CCR, p. 10). Paramaunt among thei'!' con-

cerns and recommendations was the belief that there are too 
! 
many anglophone acting schaols. T,he Comlllittee felt that 

~ 

four would be sufficient, and recommended that "the provin-

cial governments shoul~ re-eiamine the viabi1ity of CEGEP's 

and co~mmunity colleges as places for professionsl training" 

(CeR, p. -88). 

The Cammittee and many profe6sionals feel that ~he 
, 

cohege graduates are "too nume\-ous [and} in many cases -too 

- young and ill-prepared ta meet the demands of the Profession" 

(~, p. 89). The Committee di~. however, offer some 

constructive suggestions far the l'ole that the c611~ges 

could play in the averall theatre trainigg ~rocess. Their 

criticisms and suggestion~, and the conclusions reached by 
this researcher, will constitute the final chapter of this ' 

study.\ 
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CONCLUSION 

Underlying CEGEP pedagogy is the premiss that l'1beral 

anJ vocational education are nçt mutually ex'èlusive. At the 

post-secondary level, drama and the"atre studies, it 1s 

believed, can enhance the educa tion of every student, whether 
\ 

if' liberal or vocational. Developmen~al goals, however, parti- ~ 

cularly -fn the geneta! education studies, are poorly defined 
~ 

by both the government and the colleges. 

Theatre 560 owes ,eve.rything to individual initiative and 

'" ,. " 
nothing to an understanding of the goals of Liberal" Arts 

Drama and Theatre programmes or careful planning at the f 

<-.. 

" 

government level. When the new college progratnmes were 

estijblished in 1967, government planners unc\itically 

.;' 

a~pted the outmoded Drama peda-gogy of the colleges ~ 

classiques. In 1970, a practical dimension was perfunc-

torily added to existing Drama "courses" In 1980, in order 

to com~ly with new g~ernment n~rms and regulations, an 
,,~ 

important segment of dramatic li~erature was, dropped from 

the programme. No serious ef~S to reassess and rePlanl 

the Liberal Arts Drama and Theatr"e programmes have been made 

s ince 1976, when a 'study of Theatre 560 was tabled by the 

Provinc ial P labning Commi t tee. 

In view of the gov'ernment 'a patent disinterest~ the .. . 
disparate nature of'the L~beral'Arts programmes in the five 

CÉGEP i5 not surprising. Indi vidual interpreta t ion of the 
, -

basic aims of Drama and Theatre studies is ine'vi table. 

'" 
,\ 

Foùr 

-" 
\ l 

1 
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, 
of the 'cel~'eges might b~ ,said to conform to the spirit if 

not the letter ef a Libecal, Arts credo. 'Eaen of the four 

does; in varying degrees, effet' "an opportunity for cog­

ni~ive and affective developmènt •. ~nd '~rovid: ~\ngruction 
and pr ae t ic e i,n the s kills 0 f the art f orm.\. '}(eitsu remen t lind 

, 

ev_aluation f the 'Arts is :ery difficult. The quality of 

the developmental rprocesses involved ,and the effectiveness 
) .' 

of the individJal programmes cannot be determinep. in 'this. 

studYi but inter,views and first-hand ob'servation$ suggest 
\ 0 

that \less. stress is pÎaged on scholarly 'and critical p,ercep-

tions t or the devele'pillent \gf cognitive communications 
• a al 1'" III 

skil,ls, than on affective development and/or ski).ls of the 
~ 

art form. 

To what «iegree cogn'itive and/or affective d/ve~op~ent 
, 

is stressed depen~s largely on the in~tructor's interpreta-

tion of t he ~oals a~d hiê persona 1 b ias es: To some exten t t 

\. 
, . 

metho'd,ology is also influenc."ed by facilities, but pedagogi-

cal approa~es 
'1 .,J, 

at each of the CEGEP cleatly t4~Î owe more :ëf 

personal bias than ~, the exigenc ies of the phys'ical plan t:. 
1 

Vanier' s" group-theatre programme., for example, ref'lects 

strongoly 'the belief of its instructors that cognitive and 
Q 

" 
affective learning should be directe<l toward the develop-

r ~ 

men t of s 0 €~al-pol,i ti cal awa renes s " Te,xtual analys i St 

c 
interpretation and the ekills of t,he art 'form are di-rected 

taward the growth of the individual in relation ta his socio-

po11tical iesponslbilitles to·society. Des,pite poor 

o 

physical conditions practical experience iB stressed. 

, , 

f 

, 1 
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Î L 
Individual partici~ation progre,ses through group work to 

\ ~ 
studio workshops and finally to public performances. The 

l ' 
emphasis throughout i8 on the developm'ental processes 

• 
involved rather than ,the pr~duct . . 

The Marianopolis College programme is designed to 'offer u 

, .. 
a comprehensive study of Theatre. Under ev en more d~fficutt 

conditions than Vanier, M'arianopolis offers practlcal In-
, 

struction and experience in the art form ibrough workshops 

and studio presentations. Courses in t,llea,tre hiatory, tex-

tua 1 .JIn a 1 y s i 8 0 f p ll;l y~ sin d if f,e r en t s t y 1 e s, ,a? d g e n r es, and 

classes designed to develop self-aware;les,s and sensory ,per,-

ception provide for cognitive and affective development. 

Ch~mplain College' s one-sem~"ster ,!,heatre course Is 
, tl 

concerned mainly with a f f ec ti ve developmen t ~ This co llege • 
1 

where Drama is an English Department dj~cipline and Theatre 
, r 'h 

is taught by the Department of Fine and Creative Ar~s, offers 

art excellent exam~le of an artifi~ially ~ompartmentalized . 
<~ 

l Drama:and Theatre curriculum. Funding poiicies unfortunately 

~encourage such compartmentaliz.atien, which in turn leads te 

1 
competition"between departme~ts for courses and students. 

\ 

\: 
Compètit'io:n of a different kind obtains at the two 

colleges which offer both Liberal Arts Drama and Theatre 1 
a 

stud-Les 'and P:cofessional Theatre Trai....,n'-"i .... n~g~ .• _~T~h~e~a'-"tre 560 at 'il 

D~on and John Abbott Colleges is subordlnated to the 
,:;- .... r~._ 

claims ~f the Professional progr~mme. Within thé limits 

imposedoby these claims, Daw8on's approach appears to 1 
o 

emphasize cog~itive andoaffective development. The somewhat 
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li-'ited opportunities for practical participation giv.y cause 

for concern. In terms of personal developmen~, essential 

o ~ pt a c t ical part ic ips t ion "may) take place ef f ec t i vely 1.n the 

classroom. In order to explore Drama and Theatre as a dis-

cipline. however. some level of public performance i8 
... 

necessary., Without the opportunity to experieIlce the skills 

of the art form~_ albeit at the level of studio or workshop 
" ' 

presentations, 'such progra-mmes do not provide a valid ,basis 

for the total~exploration of the discipline. If Dawson 

tends ta scant the practical dimension of Drama and Theatre 
y 

stud~s. John Abbott minimizes. in its obsessio~ with public 
l' 

performance, studies in textual inter~retation"and critical 

analysis, both of which are essential ta an understanding of 

the theatre art and integral ta a liberal arts education. A 

further weakness of this type of approach i6 the tendency to 

" foster 'stars' at the expense of the development of aIl 

individuals enrolled i~ the course. 

A ptajor disad<G1antage of the Liberal Arts pro-grammes is 
, . 

the lack of clearly articulated aims and a·planned methodo-
) __ r . -. 

10gy at the government level. The colleges, in their eurn, 

have not thoroughly examined and defined the aims of Liberal 
---...... ;;;J ft, 9 

.. Ar~s Drama and Theatre for themaelves. ' Once the goals are 
} , ~ 

____ e=--s:::.-t==a=b~lished-.-it is esse-ntia·l tha-t ea-c-h Theatre Dep·artment 

head clearly articurate the intent of his/her programme. 
00 

Instructors should ensute t-hat the aime and content of their 

programmes are clearlf stated in promotional material so 

\ 

, / 
that °students can b'e guided.. to .those institutions best 8uited 

" , 
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to their needs. Con8~~nt and rigorous evaluation of depart-
, 

,mental offerings i8 of the greatest importance. 

Drama and Theatre p~ogrammes currently available at the 

CEGEP owe everything to chance and nothing to planning and 

cooperation. Each instructor and his programme exists in 

sp\end:i,.d isolation. The lack of c,oordination between' pro-

grammes may be due in sOme measure to the heavy t~athing 
<, 

schedules of the instructors. The g~ographical 'spread' of 

the five institutions also adds to the difficulties of 

cooperation. But the main stumbling~lock lies in the 

attitudes of the instructors themselv~. With the exception 

of the instructor at Champlain College, there was a total 

f lack of interest in the, programmes of the other co'lleges." 

No doubt a contributing factor ta the problem of iso-

lation i5 the instructors' anxiety about the future of Drama, 

and other Arts programmes, in the Quebec educational scheme. 

That these programmes e~ist at_aIl ls largely due to the 

dedication and enthusiasm-of their founders, and the hard-

won support of students and administrators. The in~tructors 

know, an'd none better, that in t~mes of eaonomic stress and 
~ 

political uncertai,t y , such program~es as Drama and Theatre. 

are usually the first to be dropped from the curriculum. 
, ' \ 

This re,ults in a self-protective withdrawal lest 'the status, 

~ be disturbed. 

The lack of cooperation between ~ocolleges ls not 

peculiar to the anglophone CEGEP. 
i 

It is reflected in the 

~ack_of cooperation and coordination among Drama and Theatre 

- . 

• • 

.. , 
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.­programmes at a11 1eve1s of education throughout t~e pro-

vince. Little leadership in this area 18 to be expected 

from government sources, fQr whom Arts education is not a 
• 

priority. The decision in 1976 by the Provincial Planning 

Committee, set up to coordinate Drama and Theatre in the 

colleges, to table indefinite1y the study and revision of 

Liberal Arts programmes in favour of vocationa1 programmes 

makes the government's disinterest abundantly e1ear. 

In view of these attitudes, a concerted effort in 

cooperation and planning by the five English-language 

colleges in Montreal, which might eventually reach out to, 

inc,lude- concerned Drama educ<1-tors in the schools' and univer-
, 

sitie~, would seem hl~h1y desirable. Hierarchically 

situated as they are between the high schools and the 

universities, the CEGEP enjoy a unique position; and one 
, , \ 

which eminently qualifies them to approach local- education 
- , 

authorities and/university drama departments with a view to 

S)imulating a renewal of interest in Drama education at al1 

1eve1s, and to plan a coordinated programme which will 

benefit the individual, the' theatre and Canadian culture in 

.., genera~. 

ln comparison with Liberal Arts Drama and Theàtre 

'studies, -the benefits to be der~ved ftom the CEGEP Profes-

siona1 Tbeatr~ T~aining programmes in relation to the 

c~mmunity and professional theatre are lees obiious and 

frequently controversia1. 

Professions1 theatre people are not a1ways under- \ '-., 
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or appreciative of the academically~based pro-

grammes for vocational theatre training. While most pro-
1 

f es s ionals readily sus c ribé to .the id ea 0 f p rog r ammes to 

st1mulate, instruct and train an informed and sensative 

audience, few professional~~eact posit1vely to the subject 
fi' 

" 
of theatre schools and their programmes", Given the limlted 

opportunities available in an overcrowded profession~ 1t 18 

not surprising that theatre schools provoke a c~rtain 

hostility in -professionsl theatre people. 

lt should be noted thàt this hostility 1s not a.!ecent 

phenomenom, and that it is not confined to Canad~. Some 

twenty years ago, Michel Saint-Denis, in Theatre: Rediscovery 

" of Style, commented 

~ 
the part of woriing 

on the antipathy to training schoole on 

professionals; and the critieisms'he re-
, , 'ct 

ported are echoed in the Canada ,Couneil' $ Report on theatre 

training. With slight variations, the basic complaints are 

two - too mariy, schools snd students, and poor training. These 

complaints, as the Committee pointed ~ut, are not peeuliar to 

the theatrical profession, but are~ common ploy of most 

professional bodies which pour scorn upon the inexperienee 

/ 
of younger members in an attempt to limit competition. 

Notw!thstanding the.complaints of the profes~ion, the 

phiiosophieal justification for professional Theatre traln-

ing within ~he framework of the CEGEP rests on the belief 

\~t an actor. should "be more than j~st a well-train~d crafts­

man; that in addition to techn1c~1 sk11ls a professional 

artist must .,be· able to investigate, analyse and 1'e8~d ta 

r 

, \, 



\ 

249 

intellectual stimuli as wel~ as to respect and be able to', 
~ . ~-

communicate with his fe~low man. The ac~or, therefore. is 

best served ,by a trai,ningprogramme which start;,s witp, or 

includes, a broadly-based geneTal education concur;ent w~th 

specialized~ theatrical experiences which become progr~ss~ 

ively more de~anding. 

The CEGEP are uniquely situated to offer a liberall 
'-

special education. Until 1979-80, however, the heavy work-
" 

load an? programme structure made i~ difficult, if not 

impossible, for professiona! theatre students to take 

advantage, of general education courses. The maj ori ty of 

students were mor~ concerned ~ith their career trainihg than 

with a college diploma. The Theatre Training programme, in 

fact, for many years operated as a separate Professional 
\ 

Schopl, with a' highly specialized programme, rather than as 

a vocation~l training d~partment in an academic institutioQ. 

Now, ,the revised programme ~nd the new poHcies of Theatre 

chairmen should ensure that aIl professional theatre stu-

" dents will be able to complete their gen~ral education 
t 

studies. But have these revisions seriously compromised 

the calibre of professional education offered previously? 

Prior to the proglamme revisions, CEGEP instructors, 

claimed that it would 1?e 'impossible, with1.n the time allo,tted 
, 0 

by DGEe, to give both a'quality ~heatre programme and 

general education courses. RO~: de~e the fact that cer­

tain courses have been officially Gurtailed or drbpped in 
J 

o~der to camply with government norms, the colleges claim 

.. 
-., 

,) 
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that their professiona! theatre training' is as viable as 
/-~ ~ 

ever. If DGEC cpntinues inflexible in ita stance on th~ 

number of hours and, courses allowed for p~ofesSionalr;~eBt~e 
'c \ 

Training, then it would seem vital that some professi~nally 

competent body assess the 9uality of the training curr~~tly 

offered. 

A qualitative analysis of the programmes and the 'in-

struction ought to have been made by the Canada Council 
<, 

, 
Committee; unfortunately, however,1 it refused ta go beyond 

a quantitive assessment of the programmes. lt is perpaps 
\ 
'i-­

worthwhile to note here the difference in the treatment 

accorded to the French and English CEGEP in the Committee's 

Report. ,An in~depth study was made of the aims, methods ana 
! 

prog.rammes at e'ach of the French CEGEP. The report çn the 

anglophone college programmes, on the other hand, was con-

fined to general comments and crititisms. The Committee 

dld not appear to be a~are of the coordination between the 

two sectors br of John Abbott's cont~ibution to ihe develop-
c , 

me~t oi a provincial theatr~'training programme. lt is easy 

1 to galn the (possibly false) impression from the Report that 

the English CEGP had b~en given a most cursory examination 

:and dismissed out of hand. 

~Although no in-depth analysis was given of the anglo-

phon7 programmes in the Report, many of the Committee's 

',,-

flndings and general comments were applicable cto the CEGEP .1 

prpgrammes. For example, the Commlttee found that in most 
it.' 
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theatre schoole the g,~neI'al orientation 1s toward prepaTi_ng 

an individual for a careeT. Thi~ àpPToach does not encour-

age a collective view of thestre o~ allow time for expeTi-
, 

mentation with new styles,or creative productions. Pro-

gramme emphasis at Dawson and John Abbott i8 on transmitting 

techniques and providin,& 'li solid technical base with which 

to enter the market-place. ~n this respect the English­

language èE~ resemble the anglophone acting section of 
, 1 • 

the NTS, with its concern with the c;assical tradition and 

the transmission of skills. 

Tti,e NTS francophone section and the French CEGEP, on 

; , 
the other hand, reflect the Quebecois concern ta protect and 

dissem~nate their c~lture and language. The French-language 
( 

colleges which of~er threatre training are well-equipped to 

act- as regionai centres of cultuTal activity. One, Lionel 

l , 

Groulx, pTomotes inteTest in Quebecois culture through 

experimentation and the prese?tation of new works, and the 

formation of theatre troupes. CEGEP Bourgchemin, although 

it emphasizes the importance of the French classical 

repertoire, also gives performances of contemporary plays 

for its rural audiences. 

The anglopho'ne CEGEP, particularly John Abbott with tts 

sophisticated facilities, might benefit from the example of 

the French CEGEP by establishing their own troupes and 

becoming l?~~l' theatre centres for their communities. The 

., major stumbiing-blo"ck' is, of courf;e, fundé, sinee the 

provincial government 18 unlikely at this tlme to provide 
1 

, 
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fur t,her f inanc ial support for Engl ish-language t.h ea t r e 

groups>. With or without their awn troupes, the CEGEP .' / 

could a,id considerably in the preservation and promotion 0/" 
Eng lish langua ge and cul ture for those who increa&ingly tend/~· 

r to view them~elves as a beleagured minority. 

The modern, spacious theatre complex at John Abbott 

should make i t poss i b le for this college to of fer workshops" 
.', 

f o'~ '10 cal hi gh- s chool st ud en ts 'and li t t le \ the a t re gro,up s.: 

Such workshops could also provide a traini~g ground for 

would-be directors. R~traini~g courses and experimental 

programmes for working professionals would effect a closer 

- 0 

liaison~with theatre and add greatly to the quality of the 

regular programmes. 

From a quantitive viewpoi?t, the CEGEP would appear to 

off~r a standard, basic professional training programme which 

reflects international philosophies, method~nd goals. At 

present, however, CEGEP Professional Theatre programmes tend 

to. take an unduly constricted view of their role. The 
It 

/'. 

colleges could profit from the example s~t by the Central 

School of Speech and Drama in London. Does ~he present rigid, 

three-year, 

,really meet 

community? 

purely ~fesSional orientation in the CEGEP 

the, needs of a majority of students and the 

Could not the professional programmes be re-

structured t~ include sho~ter-term courses in continuing 

educ,tiop, teacher training, speec~ therapy and actor-

ret~aining? 

Currently, Professional Theatre Training 18 at a 
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disadvantage in the CEGEP. The colleges are riot indepe~­

dent in~titutions and the Theatre Programme is subject ta 
, 

DGEC and its whims. However hard the Chairmen work to 1 
j 

"ri 
raise the"standard,of their programmes to'an international 

, . 
level, their efforts are inevitably vit1a~ed by forces 

" , 
beyond their control. The recent attempts by DGEC ta make 

/'" 
Theatre Training conform ta limits set for 

, 

• 
a11 vocational 

program~es amply indicate that norms and not the needs of a 

particular programme are what matter to the government 

bureaucracy. \ 
tf it is impossible ta give a quality training pro-

gramme and ta include the general education courses in the 
\, 

( 

time ',llow"ed by DGEC. then some drastic changes will have to 

be made either in the length, the structpre, or the type of 

! 
The most obvious course would be ta e~tend the 

programme by ~ne year. The first year could include some 
~ 

general education and pre-professional courses which woù1d 

provide an introduction to acting and technical work and 

a110w time ta explore options': Stud'ents w'ould thus be better 

able to assess their suitability for a theatre career before 

committing themselves ta a three-year programme. :the intro-
.' 

ductory courses would a1so provide an opportunity for 

thorough observation of a student's abi1ities. Students 

\ 
~bviously unsuitable for ~heatre studies could then be re-

l 
directed, without any loss of ,time or courses, to another 

programJ[le. A, four-year programme wou.1d certainly eliminate, 

ail but the most dedicated~arl~'combat in some measure the 

" 
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immaturity factor. .. 
Another ,option might be to reduce the Theatre programme 

to pre-professional status. Sixt Y credits taken over a two--
yea~ period might be"made a 

the National Theatre School 

prerequisite for eït~~nce into 

or 'some other "é'co~e supé'ri{ur" 

speciali.zing in theatre trai~ing. If the' CEGEp! were to 

assume a purely pre-professional role, 'however, a much 

greater degree of planning and cooperation would ~e requ{red 

at the ministerial and institutional level, and with t~e NTS 

and. the universities than now exists. 

A final al~ernative, one suggested by the Canada Council 
. , 

Committee, is to offer a four-year programme in which the 

final year 'le an apprenticeship yeé!-r. This, solution poses 

certain problems because it is difficult to match the needs 
, (, 

~f two very different groups. Professionals concerned with . , 

-
mountin~ a production in a limited time have litt1e oppor-

tunity, and 'pI"rJbab1y 1ess incl"ination, to instruct appre!il-
r, 

tices. Contrar)" to union. regu,lat1ons, under the stress of 

professional theatre productions, student apprentices fre­
C! 

quent1y become merely a' source of cheap labour and gain 
"1" 

little meaningful exper~ence. , 
Even if the progràmmatic conflicts betwee~ the CEGEP 

and DGEC were to be resolv~d, several cruciàl problems, aIl 

noted by.the Canada Cpùncil,Committee, wou1d re.ain. Stu-
'" .. 

dents are ftequently immature, anq an institutional- pre-

" 

t " 

occupation with numbers -compromi~'è~ the quality of students .1 

\ 

• 



... 
~ " Furthermore, the calibre of tiraining offered i8 

seriously impaired by the isolation of CEGEP programmes from 

~he professional theatre. 
r 

_The immaturity of their student's has long, been a concern 

Qf the Theatre ~hairmen. AlI try to insist that eighte~n 

years be the minimum age for admission, but in this aI"G-a the 

chairmen are not free agents. The i~maturity factor and the 

numbers of students accepted for training are related to 

funding po1iciee. 
, 

In order to meet government quotas Theatre 
--"1-

dep'artments have to compromise their standards and la1=ge ,i>,::., 

classes will prohibit an "individual approach. Saint-Denis 
a 

'believed that theatre s~h901s could not be a money-making 

:,(or e'ven a 'break-eve/' proposi t ion; and tha t ~hey must be 

in a position to limit entry to talented students. This the 

CEGEP cannot do. 

The problem of professions1 isolation should be easier 

1 

to dea1 with. As a beginping ~~ch groups as the Centaur 

and the Saidye Bronfmsn thea~res might be approached wi~h a 
" 

- ' ~ 
,view to establi~hing a regular system of exchange visits' 

bètween the theatres and the colleges. tnstead of simv1y 
p 

being taken to see a professionsl production, students might 

be permitted to observe rehearsals and backstage work and 

to engage in discussions with the professionals involved. 

Needless to say, such a project would tax considerably the 

\ 

goodwill ,of the working professionals. At oth~ time8 com-

pany members'might attend classes, rèhearsals and performances ~ 

to observe, participate, instruct and advise. 

, 1 

" 
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" . 
A much ·closer relations~ip to pro-fessional theatre -ois 

necessary for the students and a1so for the 8~af1 of the' . 
CEGEP. The professional staff at the CEGEP, unlike their 

, col1eagues at the~NTS and other private training schools, . \ 

enjoy security of tenure and other benefits which come from 

working in the public sect or .' \ Although professiona1 ex-

perience is a conditio~ of employment for 
"-, 

CEGEP instruct~rs, 

, 
the danger is' that security of tenure, may lessen the 

instructor's concern with his/her professiona1 career. 

Moreover, the inflexible pattern of the academie ye~r limits 
~ , 

the opportunities for professionar employment. As the CEGEP 

instructors are an important li~k between the students and 

the professional world, a condition of continued employment 

might be evidence of periodic retraining and professional 

participation. 
\ 

It is eas~ enough to depict ~he CEGEP Profes~ional 
't 

Theatre programmes almost' eX,clusively in negative ter.ms. To 
1 l 

, , 
some' extent the Canada Council<Committee did just that •. 

There are, ne~ertheless, several points to be made in their 

favour. 

The CEGEP structure enables students to experiment with 
.. 

co,urses of study and vocational programmes, and to m'ake 

ch~nges within the framewdrk of,the two- and three-year 

programmes. -As a part of an academic i.nst i tut,ion, CEGEP 

theatre training represents an advance over manf professional 
~ , ., 

schools, including the NTS, in that the college programmes 
~ , 

• fi 
comprise a Liberal A~ts education and culminate~in a 

) 

f 
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'" 

Diploma, the objective yalue of which will allow students to 
u 

do something other than theatre should they 80 wish or the~ 

need arise. Mo~eover, these programmes unqu~stiônably pro J 
({ 

vide an opportunity'for experience.in Drama and Theatre which 

is not being met by the pub1ic education'authorities. While 

\ 

the intention of the professional progr~mmes is vocational 
o 

training, they nevertheless furnish experienc~s of a develop-

mental nature also. 

Provided that a student completes his general education 

courses, the time spent in a professional CEGEP theatre 

~~~ ... 
programme will ~ot have been 'wasted, even if he or sh,e drops 

out or changes plans in mid-stream. , He will have had the 

opportunity to explqr~ a potential career and will have 

gained considerable self-discipline and self-knowledge in 

the process. 

~fore the p~esent ~alue and future shape of CEGEP 

professionsl programmes cano be determined considerable re-
/ 

search is necessary. For example, no attempt has been made 
, 0 , , , 

~ 
to compare the number,of~students ~bo withdraw from Theatre 

programmes with ~he drop-out statistics for other career 

programmes. No formAI study has been made of the relativel~ 

smaii number~ of theatre graduates (i.e. those completing 
~ . 

the three-year t.ai~ing period); and no stat!sticB are 
"'J\ 

available at present on the employment patterns of, ~e 

~'. f' graduating students. ' Without this information it is 
,'b 

impossible to aaseeB impartially the necessity for, and the 

quality oJ, th~ theatre training programmes. Research into 

\ 

" 

.~ 
~ 

, 
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\ )' 

these matters would be il!uminating and contribute much to • 
, , 1 " 

future planning and possible directions~for the CEGEP pro-

"'\ 
, . 

grammes. 

_ What the futfuri ho ld s .... f or'" th" Liberal Arts and the, 
.' -4. ... ..1. 

~ 1 

Professional Programmes depends to a great extent upon,the 
! 

political realities in Quebec. The values of an artistie 
, ' 

education in Quebec were resea~ched more than ,a ~ecade aga. 
l , 

q The 'cl.a ims mad.e then f or the value bf an art is tic education 
\ 

<l 
o are still valid today, but';many of the recommendations of 

~ 

Îfnd 
, . 

t.he Parent Rioux Commlttees have yet to be implemented. 
, .., r 

They await the swing of the economic alld philosophieal 

pendul~m~~1ch will perm~~ education authoritiei eduea-
( 

tors ,to inaugurate a methodicallY-I1' anned system 0 
0/- ~ 1 

ramatic 
1 

education from kindergarten 
, , ' .. 

"'/ ' 
" conditionf' 

through university. Und r those 
r 

progr'a~mes such as those now offèred by the CEGEP , 
would not exist,in isolation, But be a part of a carefully-

. l 

Or ccnceived and coordinated plan ta develop â liberaliy-

educated publ~c, and allow ~otential lactors, directors and 
f () Q' 

'production,staff to<satisfy 
,0 ~( \ 

a'spiration'S • 

l, 

~ \ 

the!r cultural and, vocational 
J 

i 
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STQ.UcrlJRE 
des 

PROGRAMMES 
(art. 4) 

f 

12 cours oh"galOlres 
(an.5) 

• 
1 champ 

de 
concentration' 

(an.6) 

ou 

1 champ 
de 

-----
1 spécIalisation 

1 (Oln 7) , , 
C· 1 , . --

• 4 cours 
complémentaIres 

(an.4) 

Facsimile, Cahiers,de 
l'enseignement collegial 
1980-81 1 l, 14. 

~ 
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APPENDIX"A 

4 cours de langue. el de 
hléralure 

" 

" COUrs de philosophie 
ou J'équlvalenl 

" cours d'éducallolr 
phySIque 

Il cours dans 3 ou 4 
d"lIphnes d'un des 3 
gr""pes SU!VlInlS. 

(mallimum de 6 cours 
dans une mi!me 
dISCipline )(art 6) 

Les cours des champs 
de 'p<!d.dIM.IÎon ~onl 
délcrmlnés dans les 
Cah.ers de 
l'cnselgnement 
collegial pour chacun 
des programmcs. 

Ccs cours sonl chOisis. -
dans des diSCiplines 
n'apparaissant pas au 
champ de 
cOrKCntrllllon ou de: 
spéCIalisation (art 8) _ ,_ 

" 

_GROUPES- DE DISCIPLINES 

1 SCIENCES 
Informatique 
Mathéma\lque 
Philosophie, 
SCIences de la 
reltglon 

Biologie 
ChImIe 

• "Peyslque el 
geologlC: (1) 

. --
.. 

SCIENCES 
2HUMAINFS 
Informallque 
Mathémlltlque 
PhIlosophIe 
SCIences de 1.1 
religion 

AdminIStration 
Lellres (21 
Géograph.c 
Psycholog.e 
HistOIre et 
c.v,l,silllon (Il 

Anthropologlc ct 
sociologie (1) 

Economique et 
sCIence politique 
(Il 

" 

'" 

, 

.. 

ARTS 
3 ET LETTRES 

Informallque 
Mathematique 
Philosophie 
SCiences de la 
religIOn 

Ans plasliques 
MU~lque 

Cinéma 
Lellres (2) 

Th~alre 

., 

(II Pour lin de conccntration ces deux diSCiplines sont constdé~es comme 
élan! une seule. 

(2).Pour fin de'êoncenlrallon, dans le-groupe _sclcn('cs humaines., les 
.Icttres. som touJoufSconsldé~es comme une scule- dlsc'phnc land,s 
que dans le groupe _arll el leures. chacune dc~ langucs don ~Ire 
cons.d~rc!c comme une dlSclphne. 

~ 

·Pour l'atJmlSsi'On à"cerlalnes f:lcull~~ ou ~coles u",vcrSiIJ;"'C:~ le: cWimp de Cont:enlralion esl dtlermmt en 
lOulou en parlIe. Id que spéclfit dans les struclures d'accueil Universitaire 

Il 
...... 

.. 

~ 

U1 
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,. 



~ 

:-

".. 

'-

" 

.. ...-.... o 

,-... ~ 

" .. . ' 
" 

.; 

..... 
APPENDt"X B 

1" 

Staff, Students and Budget in' "Official" Drama Te.aching 
- at tbe French CEGEP, in.~Quebec -

-' -
- . - , , 

, 

Schools 
. 

~ Full-t1me Part-tirne Students Stud en t's Students Total 
teachers teachers Il'' (prod/ (sceno- numbe'r of (ac ~~'ng) 

" tech) graphy) students 
~ . - -

-
, . 

CEGEP Lionel-Groulx 5 36 (a) 33 ,,12 (a.) 10 (a) 55 , 

CEGEP Bourgchemin 3 3 .. 3S' - - 35 . 

Schoole ;Number o{ Numbér of - .... Number of Number of 'Budget(a) 
graduating gradua~ing graduating graduating 

.students students students students 

~' 
(~c ting) , (production) (s ceftO gr a:phy) (others) 

0 -

, 
• . 

, 400 roo <el CEGEP Llonel-Groulx 7 3 2, -
, 

, 

CEGEP Bourgchemin 9 5 - - 45 OOO(e) 
, , 

Schoole Tèacher's payroll (a) Sources oÎ Income -, , (,' 

, " 
'" • CEGÈP Llonèl-G-roulx - $252,000 ,100% - Education, Queb~c . -

, ~ $135,000 Quebec CEGEP Bourgchemin . 100r. - Education, , , 

Source: Report of the Committee of Inqu~ry into Theatre'Training in Canada Ju~e 1977, 

" PV. 105-107~ ~ 

... 
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APPENDIX C 

QUESTIONNAIRE SENT TO UNIVERSITIES AND COLLEGES 

Name of Ins~itution 

Name of indiv!dual completing ttis ques~ionnaire 

Position 

Telephone No. ~ , ~ 

Please indicate if you would be available for an interview 
during the fol1owing months 

May June Jul'y AtI&ust 

1. When was this institution founded? 

2. At what date did your college/unive~sity first undertake: 

i. n'on-credit drama activities? . , 

11. drama/theatre arts classes for credit? 

Iii. Please state below any historiea1 information you 
consider important • 

... 

'. , . 3. What forma of extra-curricular theatre actiyity take 
place in your co1Iege/univers~ty? 

.4. Do you provide for non-credit ,drama instruction? If so 
) , . p 1 e a s e El t a te' d e t ~ ils • :::( 

1 

" 
1 l 

.. 

, . 



( 

, ( 

\ 
\ 

1 
1 

5, • 

6. 

, . 
( 

Does the inst~tution offer a degree or diploma 
p~ogramme i~rama and/o+ Theatre Arts? 

262 • 
~ 

/ 
Plesse oUl~ine, the diploma and·the programmes briefly. 

7. If you do not offer a full Drama degree programme;' are, 
any Drama or Theatre c~asses offered for credit? Please 
include ~la5ses in Dramatic Literature. 

( !'> 
8. • students enro11ed How many were in the 1976-77 p'rogramme? -, , lst year 2n4 year 3rd year 

1 

9. 
.. 

Do )ou expect this number to increase or decrease, and 
by how ~any? • 

-ID. Does your institution employa full-time Theatre Arts 
staff? . 

11. 

12. 

, 

If 50, how!many? 

Par t - t im e? ~ 

Do you have a professiona! Advisory Committee? 
how many are on this Committee? 

, \ 

~f so, 

What, if any, financial support doe's t,he Drama/Theatre 
Arts programme receive 'from: 

i. the ,provinciàl, municipal government, or private' 
founda'tion~? -:.. 

ii. the institution? 

\ ' 

" 



" '\ 

1 

13. 

( 

1\ 
What i5 the function o'f the Drama and Theatre ~rt5 
programme in your institution? 

~. 

Are there plans under consideràtion to initiate or 
broaden the Theatre Arts programmes dt the post-
5econdary lev,el? 

If so, please exp~a1n: 

263 

14. Under ideal' conditio~s, what do yo~ feel the fu~ct~on 
~ of such a programme should be? • 

~ ;;. 

1,5-. What faci1ities are available. on or cff-c.ampus . by, 
way of theatre, rehea,rsal rooms,' scene' shops ~tc.? 

J / 

16. 

,( 

17. 

Do you consider the 1ibrary resources adequate at 
this college wiih regard to thii programm~? 

1 

ls there a 
your area? 

1 

professional theatre group of any kind .in 
(Please specify). 

f 

18. ls there any contact between the professional theatre 
groupes), ànd the staff and students in the programme? 

Note: If extra space 1s needed, please use the bac~ 
of t~e sheet. 

Thank you sa much for your 1nvaluable 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 Madam, 

l am a graduate student at McGll1 Univer~slty, Montreal, 

.264 

Quebec, engaged in research for my M.A. thesis, which is 
• 

to be a'stu~y of the Theatre Arts programmes in the ~ontreal 

Anglophone 'CEGE~ (Junior .Colleges) • 

• t 
l would like to obtain some information on a national 

. ' , . 
scale; and l am' writing to ask if you woul;:! be ):.-i-lld- enough 

, !,,..,1 

to comple.itte the attached questionnaire and return ii as 
-------

r~ soon as possible, please, alQng with any pamphlets-;-- bro-
b 

~--

chures, documents etc., whfch explain the intent of the 

colleges in your province, (i.e. professional/vocational/ 

pre-university) and, where they exist, information,concern-

ing any Dr~ma and Theatre Arts pro.rammes in the co~leges • .. , 
~ Thank you for your kind attention to my request. Trusting 

tbat you will be able to assist me in this research l 

remain, 

lours faithfully, 

Patricia A. Wyder, Mrs. 

\ 
\ '., 

, ' 

J/l " 

• 

\ .. 
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APPENDIX E 

Province: 
1 

Name and Position af persan answering'the questionnaire: 

265 

Other than ~niversity ~rogt~mmes, what Is the nature and 
intent of post-secandary educatia~ ln your p~ovince? . 
(Please explain briefly or enclose a capy af the Provinc~al 
Government poliey with regard to post-secondary education), 

At the post-secondary level have you authorized a Cours,e 
St~dy ln: _ " 

(a) Drama 
""'-.l 

~-----

(b) Thea tr e Arts 

Cc) 
1 

,~ati~ Drama 

(d )/ 
1 

Other 
, 

If SOy What 'ls the nature of the course, at what level Is 
~:Êfered and what 15 the intent of the course? (Le. is 

// ~t a degree or diploma programme, is it ~rofessional or 
~ academic in intent? Pl ease en...ç)ose a ,copy of the curr ieulum 

----- if possible), . 

., 
If Theatre ~r-'ts programmes ar'e ~o~ offered on a provincial 
ba~is .. are, they offered within a particular distr1ct(s) or 
college(s)? 

( 

If 80: At how many in the provlnce1 

" -------~-- -

\ 
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