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ABSTRACT
Inclusion of minorities in traditional theatre education continues to be an
ongoing issue. In traditional general education the pedagogy called multicultural
education is one of the most recent attempts to achieve curricular inclusion.
Multicultural pedagogy is defined as a variety of strategies used to accommodate
cultural differences in teaching and learning. Instead of trying to create a melting pot,
these approaches align with new metaphors that describe the classroom as a tossed
salad, in which society recognizes and values each culture’s unique contribution while
recognizing and building on the students’ cultural heritages. This professional
problems dissertation designs an undergraduate theatre program that utilizes
multicultural education in order to achieve curricular inclusion. The program is
designed for the Commonwealth of Puerto Rico to provide an exemplary diverse
culture that can benefit from a theatre program designed using a multicultural
education model. As part of this project, I discuss the importance of non-traditional
casting and the methodology on how to implement multicultural education. Finally,
the incidents of a class taught through multicultural education are presented as an
example.
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CHAPTER I
INTRODUCTION
Inclusion of minorities in traditional theatre education continues to be an
ongoing issue. In traditional general education the pedagogy called multicultural
education is one of the most recent attempts to achieve curricular inclusion. For this
professional problem dissertation I am going to design a theatre undergraduate
program that utilizes multicultural education in order to achieve curricular inclusion. I
will design and implement such a program for the Commonwealth of Puerto Rico.
This island provides an exemplary diverse culture that can benefit from a theatre
program designed using a multicultural education model.
According to the book Pearson Custom Education: Schools, Society and
Diversity, Multicultural Education is defined as:
A variety of strategies schools use to accommodate
cultural differences in teaching and learning. Instead of
trying to create a melting pot, these approaches align
with new metaphors that describe the United States as a
“mosaic” or a “tossed salad,” in which society
recognizes

and

values

each

culture’s

unique

contribution… recognizing and building on students’
cultural heritages. (85)
Additionally, multicultural education encourages students to relate and interact with
cultures other than their own. In other words, the program will have to include these
strategies and the proper protocols for applying them in the theatre classroom.
In the past, “multicultural education” has been limited to the practice of speaking a
second language in the classroom or sporadically discussing other cultures or
addressing issues of diversity. Multicultural education research suggests that in order
for multiculturalism to be successful in the classroom, all groups have to be visible in
the curriculum, during instruction, and in schooling in general (Pearson Custom 8).
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Education with multicultural approaches must acknowledge differences in order to
include them. These differences may include, but are not limited to, ethnicity,
language, social class, religion, gender, sexual orientation, race and ability.
Theatre is instrumental in creating societal stereotypes or in challenging them.
In multicultural education in general, theatre is often used when teaching a class, but
very little has been written or studied about designing a theatre class that employs the
teaching strategies of multicultural education. It is therefore important that all groups
of society are rightfully represented in the theatre canon. In Puerto Rico, the ethnic
breakdown is very diverse, and that diversity needs to be present in the curriculum and
in the choices for inclusion in the theatrical canon.
Introducing those topics that concern controversial subjects or marginalized
groups can be problematic. For example, the rampant absence of women writers and
women’s roles in theatre curricula is alarming. This absence is also truth for other
minorities like people of color. Additionally, most secondary level schools avoid
topics of sexuality; therefore, in college the inclusion of this segment is either kept to a
minimum or ignored in the classrooms.
According to Pearson, social justice can only be achieved if we challenge and
confront misconceptions and stereotypes. We must also offer students the necessary
resources so that each of them may reach their full potential. Lastly, teachers must be
key players in creating an environment where critical thinking is fostered and supports
social change (Pearson Custom 10). In Towards a Multicultural Theatre Course,
Murray and Swanson state that students experience life differently because they are
different, and this also applies to their classroom experiences (106); therefore, treating
students the same results in an unequal opportunity educational environment.
In the United States most of the minorities, if not all, have been depicted in theatre
and other media with European aesthetics. These constructions, created according to
white European standards, are often distorted. Gay argues in Drama Modes,
Meanings, Methods and Multicultural Education, that minorities are portrayed in the
theatre and other media through a white European American construct that is itself
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distorted (24). A program needs to be developed taking these differences into account
and offering new techniques to help educators understand these cultural differences.
When these differences are understood, then social justice can be achieved. The
program also needs to avoid any misrepresentations of any groups. These
misrepresentations are not healthy for the identity exploration of the students.

The Melting Pot
In the United States (including Puerto Rico), the term/theory of the “melting
pot” is widely accepted. Playwright Israel Zangwill, in his play The Melting-pot: The
Great American Drama, developed the melting pot concept. In the melting pot, all
cultures that are present in our society will blend together in order to create a new
mixed culture. With this premise, education has become “unified” in terms of content
and pedagogy methods n order to serve this “mixed culture.” In reality, the melting pot
has become synonymous with assimilation and, along with governmental policies,
requires individuals to be assimilated into one dominant culture (Pearson Custom 85).
These assimilation policies have been implemented in education as well. Educational
policies such as “English Only” are perfect examples of assimilation policies being
legally implemented in some schools. Concepts like the melting pot must be avoided
in multicultural education. In the specific case of Puerto Rico, the melting pot has
been evident in both the Spanish colony and U.S. colony eras. Both eras have been
plagued with the assimilation policies of the incumbent ruler. The situation of
minorities groups in Puerto Rico can also be explained by the achievement gap.
Achievement Gap
The achievement gap is defined in the United States in terms of percentages of
students that graduate from both school and college: significantly larger percentages of
European Americans students graduate. The higher the level of education the bigger
the achievement gap becomes. These percentages are used in comparison with the
population or with the retention/graduation percentages. The achievement gap is an
aspect of education that teachers have to deal with on a day-to-day basis. In order to
eradicate the achievement gap the educator needs to be sensible to the differences of
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the students (Pearson Custom 11). According to Alicia K. Koger in Dismantling the
Wall: A White Professor and African American Students, cultural differences cannot
be ignored and are one reason why the achievement gap occurs (46). Certain cultures
are more likely to succeed in an academic scenario because many curricula are
designed to cater to certain students, giving them an unjust advantage. It should be the
goal of every educator to minimize and ultimately eradicate the achievement gap. For
that reason, the development of a culturally sensible curriculum might be one of the
answers in order to eliminate that difference in achievement. As it will become evident
later, the achievement gap is also observed in terms of socio-economical background.

Preparing the Educator for Multicultural Education
When a teacher is undertaking the commitment to multicultural education, an
understanding of cultural differences will help the teacher to be assertive in the fair
assessment of all of his/her students. Since education is language-based, the teacher
needs to be prepared to deal with students who have different language skills,
vocabulary, and even different native tongues. It is important that the educator be
flexible in terms of bilingual students or English-as-a-Second-Language (ESL)
students. According to Blackledge in Teaching Bilingual Children:
…bilingual children benefit from home language work
in the classroom when they are already competent users
of English, and … the value of children’s home
language lies not only in terms of linguistic/cognitive
increment,

but

as

part

of

a

broad

vision

of

multicultural/antiracist education. (44)
Prohibiting the use of a language other than English in the classroom can be
detrimental and/or serve as an obstruction for the student’s natural process of learning.
The reason is that learning is language-based and language is an intrinsic part of the
student’s identity.

Blackledge also emphasizes that the curriculum “needs not to be

taught through those languages,” but rather while allowing the student to choose when
he/she needs to use his first or other language (46). This educational policy does not

4

Texas Tech University, Teddy Alexis Rodríguez-Vélez, May 2013

mean that the educator needs to understand these languages but rather that he or she
creates a safe environment where other languages are allowed (and even encouraged).
This environment is not only beneficial to the bilingual (or multilingual) students
themselves but also to the monolingual students since it will increase cultural
awareness and expand their vocabularies.
Most of the types of pedagogy take into account, to some extent, different
abilities, which include different types of learners, but other differences like gender,
sexual orientation or ethnicity are usually ignored (Pearson Custom 6).

Theatre Arts Curricula
A vital part of education is helping the students to find their identity. In most
theatre curricula the inclusion of minorities is minimal or non-existent. Theatre
curricula urgently need revision. The traditional canon of dramatic literature has an
alarming absence of women, people of color, Hispanic and/or Latinos, Asians, Native
Indians, LGBTTQI (Lesbian, Gay, Bisexual, Transgender, Transsexuals, Questioning
and Intersexual) people and other minorities. When the curriculum is Eurocentric,
statistically around half of the class is not included in the canon. There are few to no
plays studied that are written by minorities. This lack of inclusion creates an infertile
scenario for students of multicultural backgrounds. The play texts need to reflect the
diversity of the classroom and of society. These students need to have their cultures
represented in the curriculum in order to find their identities, learn their histories, and
see images of themselves on the stage.
College professors Olivia Castellano and Chauncey Ridley describe in
Multicultural America a graduate Literature Survey course they developed in which
the presence of Chicano and African American writers was increased. About
introducing minority works to their class, they wrote:
Although works by minority writers are being included
in the traditional American literature courses, the
essential explanation of culture, which form the bases
for understanding are not often covered. (Ch’maj 85)
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Their point is that the mere inclusion of minorities in the canon is only a first step
towards implementing multicultural education. Furthermore, they point out that the
inclusion in the curriculum must include the teaching of tools that will help the student
understand these works. In other words, the aesthetics applied to the traditional canon
cannot be applied to these works. The concept of awareness also applies to education
itself. When we are assessing students, teachers assume that in order to be fair all
students must be treated the same. Students are different, especially students with
different backgrounds; therefore, treating them the same is, in essence, ignoring what
could be the basis of enrichment. Different cultures value certain concepts differently,
and in order to appreciate those cultures, the teacher needs to understand what these
differences are. For example, most Indian Americans are taught not to compete and to
wait before they answer questions; therefore, when a teacher is in the assessment
phase of class, he/she must be conscious that a short wait time will put this group at a
disadvantage.
There are several factors a multicultural educator must take into account when
developing a course or curriculum. First, educators are responsible for the learning
outcome of the students. Second, educators must have willingness to research,
understand, and accept the differences between their students. Instructors must be
culturally responsive, culturally competent, and have an in-depth understanding of
pedagogy. A culturally responsive teacher is one that, in his/her instruction,
acknowledges and accommodates cultural diversity. As a result, the central aspect of
being culturally responsive is a general understanding of all the cultures present in the
classroom. Also, a culturally responsive teacher capitalizes on cultural diversity
(Pearson Custom 86). If a teacher is unfamiliar with a certain group, he/she can seek
guidance and support from representatives of that group (Ford & Harris 59). Leaders
from minority communities are usually excited to be included and are willing to help.
By being culturally responsive they can develop an awareness of aesthetics. In general
an educator that is culturally responsive takes into account all cultures; in theatre an
educator that is culturally responsive must have aesthetics awareness.
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Additionally,

theatre

educator

Lorenzo

García

said

in

his

paper

Multiculturalism, Diversity, and AATE? those theatre curricula must periodically be
interrogated and reconstructed (1). In other words, the curricula need to be constantly
questioned, and they need to serve all of the segments of society equally. In a
multicultural commonwealth like Puerto Rico it should be obvious that education
would be multicultural as well. The learning objectives and expectations of a
multicultural program should be as follows:
1. To develop basic and advanced theatre skills through
multicultural experiences.
2. To use multiculturalism to enhance student’s
understanding and to promote the status of nondominant cultures.
3. To support learning of students who are not yet
fluent in Spanish and/or are from another culture.
4. To reflect on a range of cultures including those that
are not Eurocentric or part of the traditional canon.
5. To develop new sensitivities to theatre traditions.
Additionally, I will discuss the important issues for the educational program like a
season of plays that might be presented for performance. Geneva Gay, in her paper
Drama Modes, Meaning, Methods and Multicultural Education, says that plays that
have diversity and show different cultures and races in a non-stereotypical manner are
the key to multicultural education (19). Furthermore, according to Gay:
…many of the European Americans who dominate
these programs live their lives in isolation from other
ethnic groups and cultural traditions. Therefore, when
they

are

introduced

to

cultural

diversity

and

multicultural education in their preparation programs,
they have no experiential frames of reference to tie the
academic information. Or their frameworks are distorted

7

Texas Tech University, Teddy Alexis Rodríguez-Vélez, May 2013

due to biases, prejudices, and stereotypes. Neither of
these

are

the

best

circumstances

for

teaching

multicultural education. (21)
It is important to expose present and future teachers to true cultural diversity in order
for them to truly understand, teach, and mentor their students.
The main focus of multicultural education is curricular inclusion. Kathryn Au
says that this inclusion has to happen in both the process of instruction and the content
of the curriculum (25). Curricular inclusion happens when we consider all types of
learners and their cultural backgrounds in the classroom. The purpose of multicultural
education is that all groups can have equal opportunities in the educational scenario.
Let me discuss the importance of inclusion in the curricula.
According to Ford & Harris a person’s body is the “hardware,” and their
culture is their “software” (ix). Their analogy is very important because as educators
we cannot ignore either; a computer cannot work with hardware and no software. In
other words, when we are developing an effective theatre curriculum we must include
all the cultures present in the classrooms. Ignoring certain cultures would equate, in
this analogy, to having several computers in the classroom, some with software and
some without it. Hence, this analogy is very important to show the importance of
developing of an inclusive curriculum.
In addition, the four major objectives of implementing multicultural education
in the classroom, according to the American Association of Colleges for Teacher
Education, as published in Multicultural Gifted Education are:
•

Teaching values that support cultural diversity and
individual uniqueness.

•

Encouraging the qualitative expansion of existing
ethnic

cultures

mainstream

of

and

their

American

incorporation

into

socio-economic

and

political life.
•

Exploring alternative and emerging lifestyles.
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•

Encouraging philosophy of multiculturalism and
equity. (Ford & Harris x)

When we are developing any theatre program that is truly multicultural, we must keep
these objectives in mind. Educational theatre traditions are often culturally
encapsulated and view other theatre forms through the Eurocentric aesthetics lens. For
this reason, in order to apply a multicultural approach to theatre education we must
execute an educational reform. This educational reform must include new curricular
content and instruction methods.
In the case of the United State of America and most of the Western world, the
majority of the non-Western and/or minority theatrical movements are not
acknowledged as genuine theatre forms. For example, Anne Bogart, in her book A
Director Prepares, states that the history of theatre in the United States started in 1665
with the production of William Darby’s Ye Bare and Ye Cubb (31). Her statement
implies that the theatrical practices of American Indian people are not worth
mentioning. Christy Stanlake, in her book Native American Drama: A Critical
Perspective, points out that there is evidence American Indians were performing the
stories of their people ever since they inhabited the Americas from 11,000 B.C.E.
(222); therefore, the history of Western theatre in the United States began in 1665, but
the true history of theatre on the North American continent began much earlier.
Similarly, the history of Puerto Rican theatre begins with the native Indians theatre.
In Puerto Rico, the educational scenario is full of biases, since the educational
methods are modeled after those of the United States; therefore, the present curriculum
does carry some of the biases of from the U.S. curriculum. The misrepresentations of
minorities and the lack of curriculum designed for the Puerto Rican people results in
educational biases. When developing a curriculum with multicultural education
approaches it is important that the biases are eliminated. Omissions are the first signals
of biases in the curriculum. Biases in the curriculum are aspects that benefit or put to
disadvantage certain groups. Omissions in the curriculum will impose a sense of
inferiority on the students from the omitted cultures. The omissions will also create on
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all the students the belief in the inferiority of that culture. African-American actor
Douglas Turner Ward said in an interview:
It is assumed that black people should be exploring
everything but who they really are. Because deep down
underneath there’s a devaluation of black life and black
history… And this devaluation then infests and infects
the thinking of even black themselves. (Edwards 20)
This example is evidence that, if we do not create a multicultural curriculum with an
inclusive content, then we are creating biases that will transfer to the aesthetics of our
students. It is also very important to note that students who believe that their culture is
inferior can have a difficult time in achieving their goals. Hagen & Frankel (22),
Bogart (A Director Prepares 14), King (69) and many other theatre practitioners agree
that it is impossible to create fully if one does not accept and embrace one’s identity.
Ironically, in the case of Anne Bogart, even though she omits the American Indian
contribution to the United States theatre history, she seems genuinely committed to the
sense of identity. This commitment to embracing identity must include all groups.
Using Ford & Harris’s analogy, curricular omission causes the students’ software to
have a virus; this virus will eventually prevent them from expressing themselves fully.
In other words, curriculum omission can be detrimental to students. Davis comments
that inclusion is the key to academic achievement (139); therefore, inclusion is the
first step towards assuring equal opportunity and eliminating the biases of the
traditional curriculum.
Interestingly, Bogart says in her later book And then, You Act:
The impossibility to seeing beyond one’s own cultural
context is a political act in the world and has the
potential

to

break

down

the

rigid

assumptions

surrounding us. (16)
She also states that our culture and given circumstances form a lens through which we
experience the world (12). Davis also describes this lens as the person’s culture, and
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she adds that we must understand that is the reason why experiences vary from person
to person (3). In my opinion, in theatre, this lens is ruled by our aesthetics. If these
lenses through which we experience the world are what determine our perceptions,
then as theatre educators we must develop an adjustable lens. In other words, we must
have broader aesthetics awareness. This awareness will help us as educators not to
impose our own lens on our students, which is the point of culturally responsive
teaching. According to Peter Brook, diverse people bring to a text a different
understanding (62). Implicitly Brook confirms that the lens through which we judge is
different from people to people. We must create for our student’s educational
experiences in which they can learn about different aesthetics. These experiences will
create in our students a multicultural sensibility.
As we discussed, the identity of the students is essential to education. Puerto
Rico is a multiethnic and multiracial commonwealth, and the history of Puerto Rico
reveals the way in which cultures have been blended. Even though Puerto Rico is a
culture that is in essence multicultural, this has not translated to the theatre curriculum.
The standard curriculum is Eurocentric, though culturally most of the influences in the
Puerto Rican culture lie elsewhere. In order to understand Puerto Rican students’
identity in order to develop the program, let me first discuss the Puerto Rican history
and how the current educational situation came to be.
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CHAPTER II
PUERTO RICAN BACKGROUND
Puerto Rican History
When the first inhabitants of Puerto Rico arrived has not been clearly
established, but archaeological excavations have indicated that there were two
cultures, one simpler that was supplanted by a more complex one. It is generally
agreed that the first inhabitants arrived around 2000 B.C.E. According to
Francisco A. Scarano in his book Puerto Rico: Cinco Siglos de Historia, the more
complex culture populated the island when the Spaniards came to the Americas in
the 15th century (50).
These more simple tribes are called Archaic. These tribes can be traced back to
the state of Florida where they made their way from Cuba to the Española Island to
Boriqué (present Puerto Rico). The Archaic culture was sustained by fishing; and
they did not know about agriculture. After an unknown amount of time, the
Arawak people arrived from South America. The Arawaks were more advanced in
terms of culture; they were farmers, and they knew how to use some metals,
including gold. The Arawak culture absorbed the Archaic culture and then
subdivided in two: the group the Spaniards called Ingeri (living at the center of the
island) and the Taíno culture, which lived on the coast. It is believed that the Ingeri
culture was more advanced according to the artifacts that have been found. The
Archaic people made artifacts out of stone (Scarano 52), unlike the Ingeri, who
mastered ceramics and had agricultural tools (Scarano 55).
The Ingeri were a peaceful people who divided up their daily tasks in a genderspecific way. The Ingeri were also artistic and had theatre traditions. In her book
History of Puerto Rico, Loida Figueroa Mercado says that these aborigines had a
theatre-like meeting called the areyto; these areytos were held in their gathering
place called batey (43). These ceremonies have been described as being for
entertainment purposes and highly theatrical. The master of ceremonies was the
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bohite or the witch doctor, in charge of the keeping of the history of the tribe and
also of communicating with the gods. Not much is known about these gatherings,
but the Spaniards did note that the Arawaks would sing and dance. The Spanish
authorities later banned these native ceremonies (60).

Spanish Colony Era
Boriqué was colonized by Spain in 1492. Upon their arrival, the Spaniards
decided to name the island San Juan and later Puerto Rico (“Rich Port”). At this
time only the Ingeri inhabited the island, but the Spaniards brought with them male
slaves from Africa (Figueroa Mercado 50). At this time the natives did not think
that the settling of the Spanish was permanent. Later, the natives of the island
became aware that this was not a temporary colony; therefore, in 1511, the Arawak
plotted with the Caribs, their enemies from the south, to kill the invaders. In this
attempt, it is believed that the leader of the Arawak people, Agüeybana II, was
killed. The death of the Arawaks’ leader caused the dispersion of the groups, and
another organized attack was never attempted. After this victory, the Spanish
Crown awarded the island of San Juan (or Puerto Rico) an official Spanish coat of
arms, making it the first city/territory founded in the Americas (Figueroa Mercado
67). With the arrival of the Spanish to the island a large number of natives were
killed, many of them dying from the new diseases that the Spanish brought with
them. Others were assimilated into Spanish ways. Because of these factors, the
Spanish people of Puerto Rico were used to living among people of color (slaves
and free alike) and did not isolate themselves from the natives.
In 1532, the Spanish switched from an economy based on mining to one based
on agriculture. The conquistadors also began to build fortifications around the
island to protect it from the Caribs, the English, the French, and other attackers. It
is important to note that the natives of the island were to be treated as free men,
according to the decree signed in 1544 by the King of Spain, Carlos I. Some
Spaniards obeyed this law, but it has been documented that some Spaniards lied
about having natives working as slaves on their lands. The only exceptions to this
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rule were those natives that were war prisoners. The question that remained was
how to sort out the natives that did not participate in the war (Figueroa Mercado
73).
At the end of the 1550s, due to the mixing of the Spanish people with the black
slaves and with the natives, the number of Arawak people started to dissipate
throughout the next decades. Figueroa Mercado points out:
The new people that were to inhabit our Island to a great
extent forgot the Arawak cultural heritage and the
material remains that did not disappear lost their value.
(66)
During the first decades of Spanish rule on the island, the governor Ponce de León
allowed the Arawak people to preserve their traditions, but upon his death Spain
put in place aggressive measures and laws in order to impose Spain’s culture on
the inhabitants of Puerto Rico (Figueroa Mercado 70).
Later in the 16th century, the island became a strategic post of Spain. Attacks
by the English, Dutch and the French made the Puerto Rican people afraid of
independence. Puerto Rican people felt that the island would be defenseless
without the Mother Country. By the end of the 18th century, Spain was worried
about the awakening of political consciousness in the inhabitants of the islands.
This possibility of revolt came from the high taxes imposed by the Spanish Crown
and by the formation of a Puerto Rican identity that was different from that of the
Spanish people. At that time, the term Puerto Rican was not allowed. Spain
decided that by increasing the population of Puerto Rico and making the island
prosperous, the sentiments of revolution would dissipate. Runaway slaves (from
other countries) were to be treated as freemen if they swore loyalty to the Crown
(Figueroa Mercado 106). This policy made it more attractive for people of color to
come to the island. Still, laws left people of color unprotected and at a
disadvantage, which led people to desire whiteness.
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In the 19th century these strategies continued with the three Bs: baile, baraja y
botella (“dance, cards, and drinks”). This slogan was put in place in order to keep
the people on the island happy using the logic that happy people does not plot.
Nevertheless, there were some important insurrections on the island. One of the
most important was in 1821, with the help of Venezuela. The participants of this
movement, a group of Puerto Rican intellectuals, created documents that
proclaimed the creation of the Boricua Republic or the Republic of Puerto Rico.
Later, in 1868, the Grito de Lares (“Outcry of Lares”) occurred. This later
movement was of more consequence, because it was well organized. The
consequences of the Grito were great, both in Puerto Rico and in Spain. Spain
provided Puerto Rico seven members to the Spanish Cortes (equivalent to the
legislature) and these members asked, for the first time, for autonomy for the
island (Figueroa Mercado 297).
After several rebellions on the La Española Island (present Dominican
Republic and Haiti), in 1897 the Spanish crown granted the island of Puerto Rico
the much desired self-government status, along with the right of eleven voting
representatives to the Spanish courts. After a brief period of independence, on July
25th, 1898, the United States of America (U.S.A.) invaded the island of Puerto
Rico.
U.S. Territory Era
In 1898, the Spanish-American war took place, and one result of this war was
the occupation of Puerto Rico by the United States. After the Treaty of Paris in
1899, the island was “ceded” to the U.S. by Spain. The United States assumed
control of the island, instating a military government. Under military rule all the
existent schools were closed (Acevedo et al 2005). The population as a whole
dreaded the military government and, politically, this government was several
steps removed from the island’s progress. Before the occupation, the island had an
autonomous economy and self-government.
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On May 1st, 1900 the Foraker Act was implemented, which put an end to the
military government. This act created public schooling with the goal of
“Americanizing” Puerto Rico; (Scarano 716) and, as will be discussed later, the
new public schooling centered on English-only policies.
In 1917, triggered by World War I, the Jones Act was implemented on the
island. The Jones Act granted the Puerto Rican people U.S. citizenship. This act
came at a high price. Puerto Rican flags were banned from the island, and also any
activities that could be associated with promoting sentiments of Puerto Rican
patriotism were harshly punished. In terms of education, the act provided the legal
means for a student to be suspended for promoting nationalism. Furthermore,
participation in strikes could cause immediate lifetime expulsion from public
schooling. Politically this act forced the political party in dominance, the Partido
Unión, to make a statement on their position in terms of the political status of the
island. They stated that their agenda was for Puerto Rico to become a
commonwealth of the United States. This is important because up until that point
some of the party members had stated that they wanted Puerto Rican
independence. This caused some members to leave the party and create the Partido
Nacionalista, which was pro-independence (Scarano 752).
Negrón de Montilla, in her book La Americanización de Puerto Rico y el
Sistema de Instrucción Pública, 1900-1930, found that in 1926 a committee from
the University of Columbia researched the Puerto Rican educational system and
declared that the English-only policies were a pedagogical mistake (223). The
education commissioner at the time disagreed with the findings, and no changes in
policies were made. Later, in 1930, Dr. José Padín, who was Puerto Rican, was
named the new commissioner of education of Puerto Rico. In his first speech as
commissioner, Dr. Padín said that he was going to make sure that the Puerto Rican
identity was included in the curriculum since inclusion of cultural identity was a
healthy method of education (Negrón de Montilla 248). At this point, anything that
was considered part of the Puerto Rican identity was linked to the political views
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of independence. The rejection of Puerto Rican patriotism by the U.S. government
was still evident, especially with events like the Ponce Massacre in 1937. After
this massacre, in which 19 people died and 235 were wounded because of being
part of the nationalist party, U.S. senator Millard Tydings introduced a bill that
granted the island its independence. This bill was defeated, but as a compromise,
President Roosevelt granted the island the status of a commonwealth and the right
to elect a governor.
In 1948, the people of Puerto Rico elected their first non-appointed governor
who was not a friend to nationalism. He was Luis Muñoz Marín from the Partido
Popular Democrático, which was a party created from some members of the
Liberal Party. At the time of his election, he was the president of the legislature,
and one of his last bills as a legislator was known as the Ley de Mordaza (“Gag
Law”). This law made it illegal to display Puerto Rican flags, sing patriotic tunes,
and have any conversations about independence. Additionally, this law prohibited
any propaganda against the government (Scarano 895).
In 1950, the island was granted the right to write its own constitution with the
stipulation that the relations to the U.S. were not to change. The granting of this
right did not change rejection of Puerto Rican patriotism. This rejection is evident
with yet another massacre that took place in Utuado. The Nationalist Party
revolted in the 1950s, which resulted in the Utuado Massacre. After that incident,
in 1952 the Constitution of Puerto Rico was approved. During the installation of
the Estado Libre Asociado de Puerto Rico (“Commonwealth of Puerto Rico”), the
Puerto Rican flag was officially flown for the first time along with the U.S. flag. It
is important to note that presently, the Puerto Rican flag cannot be flown by itself
in public offices (Scarano 839).
In the next section I will show how the educational situation of the island has
evolved.
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Education in Puerto Rico
The Beginning of Education in Puerto Rico
Education during the Arawak Puerto Rico reflected the needs of the
community. The natives of the island had very specific roles that served the
community. These roles were taught from father to son and from mother to daughter,
since their culture was gender-specific. These education traditions of parent-child
teaching vanished with the Spanish invasion of Puerto Rico. During the rule of the
Spanish on the island, the Catholic Church was in charge of education. At this point,
the education in Puerto Rico was a privilege of the middle to upper classes, since the
poor could not afford to send their children to the city. This meant that, during Spanish
rule, public education was non-existent. By 1776, there were only two schools on the
island but, discovering this lack, King Carlos III ordered the building of schools.
When these schools were built, tuition was charged in order to pay for teachers’
salary. All students were accepted to these schools including students of color. By law,
families were to send at least one child to school, but they could send as many as they
desired. This policy actually led to most of daughters being left at home (Figueroa
Mercado 118). The educational situation on the island did not change until the arrival
of the U.S. After the U.S. invasion, the Puerto Rican population demonstrated an
interest in the U.S. public school system (Negrón de Montilla 24).

U.S. Policies for Puerto Rican Education
At the time of the arrival of U.S. troops in 1898, the illiteracy on the island was at
90%. The U.S. authorities saw an opportunity to teach the “American way” in Puerto
Rico and immediately devised a plan to develop a public school system throughout the
island. The model to be followed was that of the state of Massachusetts. The education
system developed was centralized with a commissioner who was appointed by the
U.S. president. The commissioner selected the material and methods that were to be
used in the classrooms. The first education commissioner, Martin Brumbaugh,
understood that the most appropriate way to educate the people of the island was
through their vernacular, or a bilingual (with English) education. Strict orders from the
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White House, however, prevented the commissioner from allowing Spanish to be used
in the classrooms. Consequently, a strict English-only policy would dominate the
island’s education for the next several decades. Furthermore, the educational activities
recommended for the Puerto Rican children by the U.S. government included singing
Yankee Doodle, and celebrating Flag Day, Memorial Day, and George Washington’s
Birthday. It was not until 1904 that the education commissioner, Ronald Falkner,
decided that the material to be taught in Puerto Rico needed to be adapted for the
people of Puerto Rico. Unfortunately, at the same time he enforced a more aggressive
approach to English teaching. A later commissioner, Edwin Dexter, stated that English
proficiency meant that someone was competent in the academic scenario (Negrón de
Montilla 134). All of these policies demonstrate the rejection of the Puerto Rican
culture by the government in the early years of the U.S. occupation.
In 1913, the Puerto Rican legislature approved a resolution that would allow the
use of Spanish in the classrooms; however, education commissioner Edwin Dexter
vetoed the resolution. Several similar resolutions would be put forward over the next
two decades, and the result would be virtually the same. It was not until 1949, after the
U.S. granted self-government to the island under the command of the commissioner
Mariano Villaronga, that Spanish was accepted as the language of education in Puerto
Rican classrooms. This did not prevent several leaders from attempting to pass laws to
bring the English only policies back to the Puerto Rican classrooms. In 2012, the
island’s governor approved a plan that required some schools to teach in an Englishonly environment.

Theatre Education in Puerto Rico
We have discussed the development of the educational policies of the island. The
commonality of both eras, Spanish and American, in terms of policies, has been that
there was a clear preference for the dominant culture. The Catholic beliefs during the
Spanish ruling and the English-only policies during the American ruling are clear
examples of the preference for the dominant culture. Both Spain and the U.S.A. tried,
in different ways, to suppress the Puerto Rican identity. It is not surprising then that
when the Department of Drama at the University of Puerto Rico (Río Piedras Campus)
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developed its theatre curriculum, European traditions were adopted. According to
Ramos Escobar’s paper La Pedagogía Teatral en Puerto Rico, the curriculum was
developed by Leopoldo Santiago Lavandero in 1942 (71). He modeled the first
theatre program on the island after the programs in the U.S. This curriculum that was
taught for almost sixty years; for this reason the identity of the Puerto Rican is barely
visible in the curriculum. In addition, as previously discussed, both Spain and the U.S.
were adamant about avoiding Puerto Rican topics in schools. All of these policies and
attitudes have helped shape the present situation of the theatre curriculum in Puerto
Rico.
Since theatre curricula in Puerto Rico are centered in European traditions, they
ignore traditions that are a direct consequence of Africans and the Taíno Indians. Most
alarming is the absence of the Puerto Rican identity, which also includes Africans and
the Taíno Indians. The explanation of this omission is cultural imperialism. Cultural
imperialism, as defined by John Tomlinson in Cultural Imperialism: A Critical
Introduction, is representing cultures through a dominant culture (2). This imperialism
controls the less dominant culture and can create an illusion of their presence through
their culture. For example, a play written by a White author that has Black characters
in it is often considered Black theatre. The cultural imperialism concept explains how
some cultures or subcultures are considered less important than others. Cultural
imperialism in the contemporary era is explained by the color-blind racism theory
(which I will address in Chapter IV). Though the Puerto Rican “race” is defined as a
mix of the native Indians, the Spanish conquistadors, and the African slaves, some of
the most influential cultures of present-day Puerto Rico come from the continental
United States of America and Spain. All of these cultures must be present in the
theatre curricula in order to have a true representation of the Puerto Rican identity.
Bonnie Hildebrand Reynolds, in her article Puertorriqueñidad: The Force
Behind the Development of a Puerto Rican Theater, confirms this:
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Traditionally, the university’s drama department has not
been a patron of Puerto Rican theatre as much as it has
of theater from other parts of the world. (54)
Her statement shows that at the university there has been a certain avoidance of Puerto
Rican topics as well. Ironically, in the theatre panorama of the island there has been a
resistance to following the government policies in terms of avoiding Puerto Rican
themes. The university has been the silent co-conspirator of the rejection of the Puerto
Rican identity.
The Puerto Rican identity is still absent in the current curricula. In 1990,
Universidad del Sagrado Corazón, a private university, developed a second theatre
program. This program was modeled after the theatre program established by the
University of Puerto Rico (U.P.R). Also at this time, other campuses of the U.P.R.
began offering theatre courses in their curricula. José Félix Gómez Aponte, in La
Puesta en Escena del Nuevo Milenio en Puerto Rico, states that the U.P.R. theatre
curriculum has not been modernized but kept outdated theatre traditions (98).
Moreover, it is important to point out that this program was developed at a time when
the suppression of the puertorriqueñidad (“Puerto Ricaness”) was the law. It is evident
that the Puerto Rican identity was avoided in the original design of the program. These
two points are the most worrying because they reveal the absence of the
puertorriqueñidad and no action to include it. Gómez Aponte also points out that Dr.
Rosa Luisa Márquez, a current U.P.R. faculty member, is the only professor that has
been able to adapt her craft in order to put it to the service of the community (100). He
also claims that her classes and approach to teaching has caused a disparity in terms of
the educational philosophy of the program. As a result, José Félix thinks that the
solution is to develop an educational philosophy that embraces both traditional and
contemporary forms.
Even though the Río Piedras theatre program has remained outdated, there
have been some changes in the curriculum. In 2008, the curriculum was slightly
redesigned. This new curriculum was developed in order to accommodate more
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specialized sub-majors. In other words, the students would not only have their
bachelor’s degree in theatre, but at the same time they would have a specialization
within the field. Students can specialize in acting, technical theatre, or history,
literature, and theory. The changes were made mainly to the course requirements. The
pedagogy and content of these courses have remained fundamentally the same. The
plays produced by the university still responded, in their majority, to those of the
traditional canon (Gómez Aponte 102).

Development of the Puerto Rican Theatre
The development of the Puerto Rican theatre outside of academia shows the
struggles and the search for the Puerto Rican identity. This discussion is essential
because the development of Puerto Rican theatre is different than that of the theatre
education of the island. (In this section I am consciously avoiding, for the most part,
play titles and authors’ names since I am attaching a list of the most representative
plays at the end of this dissertation.) The theatre traditions of the island can be traced
back to the first inhabitants of the island. The Arawak Indians, as previously
discussed, had theatre traditions called areytos. The Arawak people used these
ceremonies in order to preserve their history orally (Figueroa Mercado 45). These
areytos were lost under Spanish rule since they were banned, and the Arawaks were
mandated to assimilate into the Spanish culture. After that, there is a void in terms of
native theatre due to the instability of the island. Interestingly, at this time the African
slaves that came to the island had similar traditions of their own. Their ceremonies
were hosted by the babalao, the tribe’s spiritual leader. Their theatre traditions were
also religious ceremonies. These ceremonies survived the Christianization and
assimilation rules of the Spaniards through what is presently called santería. In
santería, adherents chant to gods who have been renamed with the names of Catholic
saints. The reason for this was to hide their ceremonies behind the Catholic dogma in
order to preserve their traditions and still appear as if they were assimilating. Thus,
unlike the Arawaks, the African peoples’ theatre traditions survived the Spanish and
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U.S. ruling of the island (Ramos-Perea Panorama Histórico del Teatro
Puertorriqueño 1).
During the first three centuries of the Spanish era, the Spaniards dominated all
theatrical expression. It is important to note that at this time the Spanish Inquisition
and the Catholic Church kept a very tight leash on theatre. According to RamosPerea’s article Panorama Histórico del Teatro Puertorriqueño, it was not until 1747
that the first Puerto Rican playwright emerged (3). His name was Lorenzo de Ángulo.
During the lifetime of Ángulo, Spanish comedies were presented on the island. It is
therefore obvious that the first attempts by Puerto Rican people to do theatre are
Spanish in essence. These plays follow the Spanish, or European, aesthetics and the
topics are also Spanish as well. These first works of Puerto Rican theatre have been
lost since the first printing device did not arrive on the island until 1806.
At the beginning of the 19th century, the Puerto Rican theatre finally dealt with the
multiculturalism of the island. At this point, topics that dealt with the Spanish ruling
and issues of nationalism were also addressed by the playwrights of the era. The center
figure of these plays is, for the most part, the jíbaro (common Puerto Rican country
worker). It is important to note that even though most theorists have ignored the fact,
there were prolific Black playwrights since the beginning of Puerto Rican Theatre.
(These writers are included in Appendix A.) The first known black Puerto Rican
playwright is Eleuterio Derkes, who was a teacher and the son of free Black parents.
In 1824 the first permanent theatre structure was built. The theatre presentations at
this point were done in corrales, which were non-permanent structures made out of
wood. This structure still exists in Puerto Rico and is now called the Alejandro Tapia y
Rivera Theatre. Later, in 1876, the Ateneo Puertorriqueño was created in order to
promote the Puerto Rican culture, including theatre, and it did not answer to the
government. The Ateneo Puertorriqueño, especially at the beginning of the 20th
century, worked to preserve the Puerto Rican identity through its artistic expressions.
By the end of the 19th century, there was a lot of activity and development in terms of
theatre. There were several Puerto Ricans writing plays including women and people
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of color. At the end of the 19th century, with the arrival of the U.S. troops, the
representation of Puerto Rican theatre stopped (Ramos-Perea Panorama Histórico del
Teatro Puertorriqueño 3); theatre in Spanish was banned on the island. Theatre in
English was presented instead, though with no success.
Theatre writing did continue, and there were two defined genres within Puerto
Rican theatre. The first was called teatro obrero (“theatre of the working people”).
This genre was mainly used for educational purposes for the factory workers. The
second movement was called teatro de alta sociedad (“high society theatre”), which
was a direct nostalgic movement that derived from the exit of Spain from the island. In
the 1920s and 1930s, according to Luis Alberto Ambroggio in his article El Teatro
Puertorriqueño, there was a lot of instability in Puerto Rico because the U.S.
government wanted to repress any sentiments of puertorriqueñidad (738). This
repression caused a response from Puerto Rican playwrights, who began to explore the
identity of the Puerto Rican people and look back at the Puerto Rican identity during
the Spanish ruling.
During the 1940s, and well into the 1950s, there was a movement called
Generación del 40 or del 50 that has been referred to as the golden age of Puerto
Rican theatre. The theatre of this time was also frequently called resistance theatre
because it resisted the disappearance of the Puerto Rican culture and/or identity. In
this era, Puerto Rico was full of prolific playwrights that wrote, arguably, some of the
most important pieces of the Puerto Rican theatre. The most notable examples are
René Marqués’ La Carreta and Francisco Arriví’s Vejigantes. The first showed a
Puerto Rican family losing itself in the new industrial economy. Vejigantes, on the
other hand, reflected on the racial tensions of the Puerto Rican culture of the time.
These plays show the struggle of the Puerto Rican people with their identity.
Moreover, Priscilla Meléndez in her article Teoría Teatral y Teatro Puertorriqueño de
los 80, says that without the authors of this movement the present Puerto Rican theatre
would have been impossible (152).
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At the end of the 1940s and the beginning of the 1950s, there were a great number
of Puerto Ricans that left the island in search of the “American dream.” This topic was
very common for writers from 1950s, on and off the island. They explored the
puertorriqueñidad of the people no longer living on the island. The 1950s also brought
the new Puerto Rican self-government era, which caused division in terms of the
Puerto Rican identity as well. Also important to note is that the jíbaro was still the
center figure of most of these plays.
The mass exit of Puerto Ricans caused the birth of an eclectic movement called
Nuyorican Theatre during the 1960s and 1970s. The Nuyorican Theatre received its
name because their authors lived in New York. This movement’s common ground is
defined as writers from the island, or that are island-descendants, that write about the
Puerto Rican identity and the desire to come back to the island. Apart from that aspect,
the expressions of this movement are very diverse in terms of form (Ambroggio 740).
On the island, on the other hand, the theatre of the 1960s proposed solutions for
political and social problems. Later in the decade, also on the island, the movement
called Nueva Dramaturgia Puertorriqueña (New Puerto Rican Playwrights) started.
According to Roberto Ramos-Perea in La Dramaturgia Puertorriqueña Actual, this
movement was divided into two sub-movements or cycles. In the first cycle of Nueva
Dramaturgia Puertorriqueña (1968 – 1975) the new struggle of the Puerto Rican
identity was key. The first cycle breaks away from the popular theatre, though
ironically in terms of form this movement goes back to the well-made play. At this
point Puerto Rico was in the first 20 years of the Puerto Rican self-government and the
first 70 years of the U.S. invasion. Additionally, the new struggles of the time included
the strong repression of Puerto Rican patriotism. Also it is important to note that the
jíbaro was no longer the central character of the plays. Within the Nueva Dramaturgia
Puertorriqueña there was another clear sub-movement that was called the second
cycle.
The second cycle (1976 – 1986) was a direct reaction to the island’s government
rejection of the Puerto Rican themes in the subsidized theatre, the repercussions of the
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U.S. invasion, and the elitism of the previous playwrights. The plays belonging to the
second cycle asked the harder questions and still dealt with the identity of the Puerto
Rican people, but in terms of the social reality of the Puerto Rican. Furthermore, in the
second cycle, the authors rejected the well-made play conventions and the question of
identity.
Collective works characterized the 1980s Puerto Rican Theatre. In collective
works both actors and playwrights collaborated in order to create the play. This
collective works movement started at the end of the 1960s, but it reached its peak in
the 1980s. Some of these texts, sadly, have not survived. Certain of the most important
groups were Tajo de Alacrán, Taller de Histriones, Teatro del Sesenta, Teatreros
Ambulantes, Moriviví and Colectivo de Teatro Nacional. According to Ramos-Perea
in Estructura y Organización del Teatro en Puerto Rico, the disappearance of these
collective groups in Puerto Rico is what caused the collective consciousness of the
Puerto Rican theatre to disappear (60).
Up until this point the theatre of Puerto Rico was concerned with the preservation
of the culture and the identity of the Puerto Rican people. This loss of consciousness
caused theatre of the 1990s to be dominated by plays that guaranteed commercial
success. On the other hand, there was a counter movement called Teatro de Arte
(“theatre of art”), which is a text-centered movement. Teatro de Arte prioritized the
craft of the written work and did not concern itself with popular appeal. This decade
also brought to the island one of the most important events in the Puerto Rican theatre:
Puerto Rican playwright Roberto Ramos-Perea won the Tirso de Molina Award in
Spain for his play Miénteme más. This award is the most important theatre award
given in the Spanish Diaspora.
In the 2000s, according to Ramos-Perea in Los Últimos Tiempos del Teatro en
Puerto Rico, the theatre moved into what he calls mainstreaming. In this movement,
the Puerto Rican identity was trivialized, and the obsession with sex and vulgarity
became the formula for a successful production. It is clear that in terms of the
government’s financial support, they preferred the type of presentation that is less
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threatening to the status quo and the current political views. The present-day Puerto
Rican government, in some ways, does not differ much from that of the later days of
the Spanish rule and the first decades of the U.S. rule. In the same article, RamosPerea affirms that the government prefers non-Puerto Rican themes in the theatre that
they subsidize (61). Additionally, the new millennium brought to the island a
movement that puts creativity in staging ahead of the text. Ramos-Perea calls this
movement Dramaturgia Escénica (“scenic playwriting”).
Finally, Puerto Rican history has shown us that the Puerto Rican people have been
educated to reject their own identity ever since the 15th century with the arrival of the
Spanish conquistadors. The consequences of these policies have been that on the
island there is a general rejection of the things that identify us as Puerto Ricans.
Common phrases like los Puertorriqueños siempre la cagan (“the Puerto Ricans
always mess things up”) are clear examples of the attitude that the Puerto Rican
people have toward themselves. As we are going to discuss later, the rejection of one’s
identity is very dangerous in theatre and in education. On the other hand, Puerto Rican
theatre artists have understood that their identity is at the core of their work; we see
that the Puerto Rican theatre more often than not deals with the Puerto Rican identity
in one way or another. The solution to the absence of Puerto Rican identity in the
curriculum is to develop a theatre program where the whole spectrum of the Puerto
Rican identity and/or identities is/are present and embraced. Additionally, this
undergraduate curriculum must present Puerto Rican playwrights in order to ensure
the presence of the Puerto Rican in the pedagogy.
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CHAPTER III
THE PROGRAM
The most elemental premise of multicultural education is that an educator
creates diverse experiences that work for each of his/her student’s strengths in order
for them to achieve a learning outcome. Effective education is only taking place when
the learning outcome is achieved. Multicultural education creates an environment that
makes it possible for the learning outcome to be achieved by all groups in the
classroom. This environment is a comprehensive one that takes into account the
students’ backgrounds, while it eliminates the biases.
In order to take into account the students’ cultural backgrounds, the teacher
must understand their cultures. Also, the teacher must be aware that with a variety of
cultures come differences. These differences are to be embraced and, when needed,
discussed in the classroom. As I mentioned before, a central aspect of the theatre
curriculum is the exploration of the student’s identity. Therefore, the discussion of
cultural differences is essential to this exploration. In traditional education, usually,
these differences are ignored. The reason for this is that, after the Brown vs. Board of
Education in the U.S. and the eventual desegregation of schools, the curricula
considered of importance were those designed for White students (Bireda 19). These
curricula now dominate the educational scenario of most of the U.S. and Puerto Rico.
Therefore, in these curricula cultural differences are ignored because the differences
were minuscule in segregated schools.
Multicultural education acknowledges differences in the classroom. When a
teacher acknowledges differences, he/she implicitly embraces the identity of the
student and prevents the biases of traditional education. Knowing those biases helps
greatly to eliminate them. Multicultural education minimizes the biases by creating a
variety of both evaluation and pedagogical methods. This variety helps minimize the
biases because we are giving the students new perspectives. The disadvantage of
traditional education resides in the lack of variety in pedagogical methods and the lack
of inclusion. When the evaluation and pedagogy methods are the same, or very
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similar, throughout the class, the students that do not respond to that type of learning
are at a disadvantage. Similarly, this argument applies to content. When the content of
a class does not include a group, this group is also at a disadvantage. This is often the
case with minorities. Multicultural education creates variety in teaching methods,
content, and evaluation methods.
As previously mentioned, another aspect of multicultural education is that it
acknowledges cultural differences. These cultural differences range from non-verbal
expressions to behavior. For example, one of the most important and often ignored
characteristics of minorities’ culture is the strong bond that they have with their
families. According to Ford & Harris in Multicultural Gifted Education, the family
ties in minorities are unparalleled to that of a non-minority person (11). Therefore, an
educator must be very sensitive when a minority student expresses family problems.
Additionally, there are certain rules of behavior that are not obvious to everyone. For
example, in Hispanic and Latino families it is not considered disrespectful to
“interrupt” someone while he or she is talking, it is considered part of the conversation
dynamics. It is important, therefore, to discuss the rules of the classroom and have
conversations about the cultural differences among the participants. Bonnie M. Davis
points out in her book How to Teach Students that Don’t Look like You, that good
instruction includes making explicit the learning process by explaining how this
process is going to take place and what are the expectations of this process (94).
In order to make the learning process explicit the teacher must take the time to
explain in detail what is expected from the student. Along with these expectations
there must be clear steps on how to achieve them. It is obvious that there are some
educational techniques that are explorative in nature, but if the students are not
achieving the learning objective then the technique is not effective. In multicultural
education, this is an important aspect to achieving the learning objective. This aspect
gives the students options in terms of how to achieve it. The students will select what
method will help them achieve the learning objective in the most effective way. Thus,
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in a multicultural class the students are, in a way, designing their own class, while not
compromising the educational objectives.
Conversely, in the specific case of studio classes, it is rather difficult to apply
this self-selection method. The reason for this is that, for example, in a costume design
class there are aspects that cannot be substituted; the activity of rendering cannot be
substituted, but the multicultural aspects that can be applied to these types of classes
are in terms of content. As a teacher, you can select which plays they will design for.
This is where inclusion in terms of content is most essential.
In order to achieve inclusion in terms of content for a program designed for
Puerto Rico, all the identities of the Puerto Rican people must be present. This is
where the list of plays compiled in this dissertation becomes significant. By selecting
from this list of plays we can still have the Puerto Rican presence in the classroom.
The list of plays is compiled in order to provide the educator a fast reference to Puerto
Rican material. The list is carefully selected in order to include all of the different eras
of Puerto Rican theatre and all of the Puerto Rican people in a balanced manner. With
this list an educator can include Puerto Rican identity throughout a class while
maintaining the educational objectives of the class. Therefore, in order to embrace
Puerto Rican identity, there needs to be no compromise in terms of the learning
objectives.
Kathryn H. Au assures that nothing is more motivating to students than
discussion of literature that they can relate to. She adds:
Most teachers are surprised by the extent to which
literature discussion groups capture their interest and
attention, and they contrast this experience with that of
typical school discussions of literature, in which the
student’s goal is to arrive at the canonical interpretation
or that favored by the teacher. (124)
It can be very useful to include these non-canonical readings in order to achieve the
desired learning outcome, without compromising that learning outcome. The list of
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plays included in this dissertation is designed to provide both canonical and noncanonical readings to the teacher, while keeping a balanced representation of all
groups present on the island of Puerto Rico.
In addition, another multicultural educational aspect that can be applied to a
studio class is due date policy. For example, if a student is struggling with one of the
evaluation methods, the teacher should give the student the opportunity to rework that
evaluation until the learning objective is achieved. The question is whether there is a
specific amount of time to give students for assignments. It is important to give
students time to achieve the learning outcomes. This does not mean that deadlines
should not be followed, but at the same time reworking unsuccessful schoolwork is
necessary. Now the question is, is it unfair to give more time to some students in order
to achieve their learning outcomes? The answer is no. Different students will take
different amounts of time to achieve certain learning outcomes. The goal is for
students to achieve the learning outcome, not the activity itself. Therefore, it will be
unfair not to let students achieve the learning outcomes at their own pace.

Multicultural Education in Theatre
Multicultural education in theatre is very rare. Theatre is an art ruled by
aesthetics and it has been dominated by mainstream cultures. The reasons behind this
domination are explained in the next chapter through the new racism theories. In order
to achieve true multicultural education we as educators must address the following
issues: first, the absence of cultural minorities on the stage, second, the lack of
inclusion in the curriculum, third, the biases of Eurocentric aesthetics and lastly, the
minimal variety of evaluation and instruction methods.

Non-Traditional Casting
In order to address the absence of people of cultural minorities on the stage, we
must practice non-traditional casting. This aspect of the program needs special
attention, so I am addressing it in the next chapter. It is important to stress that nontraditional casting must be practiced in all aspects of the educational theatre. As I will
discuss later, modeling is an essential aspect of education because as teachers we
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cannot teach what we do not practice ourselves. In order to teach the non-traditional
casting approaches, they must be present in the educational setting.

Curriculum Inclusion
The traditional theatre curricula are most commonly centered in European
traditions. This lack of diversity in terms of content is an issue that we must address in
order to achieve multicultural education. The creation of a balanced curriculum means
the inclusion of cultural minorities. In Puerto Rico, these minorities include people of
color, women, LGBTTQI (Lesbian, Gay, Bisexual, Transsexual, Transgender,
Questioning and Intersex) people, the jíbaros, the native Indians and more. Inclusion
of this degree of diversity mandates the careful selection of the material to be used in
the classrooms.
Additionally, as theatre is an art that imitates life, the educator must be
cautious in selecting material to be included in class. Stereotyping groups should be
avoided at all costs. For this, careful planning and selection of the material is the key
to a successful educational experience. That does not mean that we as educators
should shy away from the realities of our society. Issues like slavery, poverty, the
killing of patriots, and immigration should be discussed because these are also part of
the students’ identity. The idea is to create a balanced curriculum that is inclusive and
distributes evenly the time between topics that are group-specific. For example, when
designing a theatre history class there must be a balance between Western and Eastern
traditions. Also, there must be a balance between minority and non-minority topics. In
my opinion, the most effective method to assure a balanced curricular inclusion is to
analyze the topics by numbers. For example, if an educator is designing a world
theatre history class, the balance between eastern and Western traditions should be as
close to 50/50 as possible. A similar assessment should be done between all groups
present in the classroom in terms of curricular inclusion.
The most essential ingredient for the achievement of curricular inclusion is
cultural responsiveness. Additionally, according to Vannapond Suttichujit in
Becoming Culturally Competent: Adapting Education to Contemporary Social Norms:
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In order to meet cultural proficiency standard,
administrators should formulate policies that include the
aspects of; developing cultural consciousness, recruiting
multicultural
community,
promotes

staff,

participating

designing
cultural

academic

proficiency,

in

multicultural

curriculum
and

that

formulating

discipline that decrease the likelihood of having
minority students fall into the stereotype. (491)
Apart from culturally responsive teaching, a series of policies have to be developed in
order to help the teacher achieve true multicultural education. That is the reason why
this dissertation includes not only the pedagogy of the program, but also a new
mission statement, educational philosophy, and casting guidelines. These will help
redesign not only the pedagogy of the courses of the program, but also the academic
environment of the school.

Building a Learning Community
In order for multicultural education to occur, the teacher needs to create a
learning community. By creating a learning community where students can express
themselves fully, a truer exchange of ideas can occur. Building a sense of community
facilitates the learning process inside and outside of the classroom (Ford & Harris 73).
There are several ways to create a learning community in the classroom. One should
start by having the rules and expectations set at the beginning of class. This is the best
moment to have the first discussion about collaboration. Even though collaboration is
something that the student will experience throughout the program, it is important to
discuss the basis of it. Aspects that must be discussed are respect for fellow artists,
positive communication, and attentive listening. All students must feel as if they are
part of the community and that they are heard. Teachers must not let a single student
dominate these conversations, but cleverly involve all students in the discussions.
After these discussions, the students are ready for the first educational experience of
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each class. Additionally, an indispensable aspect of a learning community is
collaboration.

Collaboration
In multicultural education, collaboration is essential. As multicultural
educators and theatre practitioners, we must be concerned with the practice and
instruction of collaboration. The question is whether it is possible to teach
collaboration. John Dewey proposed that the most significant way to teach is through
experience (114). Dewey’s theory is apt in the case of teaching collaboration.

What is Collaboration?
According to Roznowski and Domer in their book Collaboration in Theatre,
collaboration is when individuals cooperate with each other, but additionally affect
and inspire one another for a common purpose (1). It is important that when starting
the collaboration process, all the people involved develop a shared vocabulary. This
shared vocabulary will facilitate communication. Shared vocabulary should include
definitions of the terms that will be used during the educational process. In
multicultural education, collaboration among the students and, obviously the teacher,
can enhance the educational process. As previously discussed, there has to be cultural
exchange and conversations in the classroom. These exchanges take place if
collaboration is present. Collaboration does not mean that there will not be any
conflicts. According to Anne Bogart in A Director Prepares, collaboration is not
agreement; she adds that disagreement and resistance is “the fire that lights creativity”
(88). Consequently, there can be disagreement and collaboration at the same time.
Bogart’s point is important because cultural differences can cause disagreement, but
these disagreements should not be discouraged or banned. These conversations are
healthy and do help collaboration. Cultural differences need to lead to discussions
about aesthetics awareness. Aesthetics awareness is important because it is an advance
state of evaluation that does not allow for rigid, prejudiced conventions about theatre.

Developing Aesthetics Awareness
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One of the cores of theatre education is aesthetics. An essential aspect of arts
education is that our students can distinguish between good and bad art, but we rarely
address the issue of aesthetics awareness. Aesthetics awareness is a state of
consciousness that prevents the student from evaluating works without putting that
work in the proper aesthetic frame. The development of aesthetics awareness is
important because it will strip the students of the prejudices that have prevented
minorities from inclusion in the curriculum and in theatre in general.
Educators have to be aware that our societies are becoming more multicultural
and multiethnic every day. For this reason, when we are creating a curriculum for
effective theatre education we must develop an awareness of aesthetics. Currently
most theatre programs are focused on aesthetics that are a consequence of Western
traditions dating back to Plato and Aristotle. This causes the content of the curriculum
to be focused on movements that fit these aesthetics. It is important to avoid myopic
exclusion of diversity, when developing a theatre curriculum, and create a balanced
curriculum.
As previously discussed, theatre education has to be reformed. Present theatre
curricula are much narrowed in terms of the diversity of content. According to Martha
Bireda, in Schooling Poor Minority Children, one justification that has been used to
ignore African-Americans and other cultures in the curriculum (in general education)
of the U.S. has been that European-American works are superior (19). Obviously, this
has bled into the theatre curriculum. The traditional canon of plays for a common
undergraduate theatre program usually includes less than five percent of works by
minorities. Bireda goes further to assure us that this indicates a hidden educational
purpose of perpetuating the status quo of classes (52). In theatre, minority works have
also been excluded from the canon for being considered inferior. This brings to the
table the question of whether it is accurate to apply European aesthetics to other
works. I would definitely say no, because aesthetics do not have a permanent or even
universal definition.
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It is most vital that as educators we understand that aesthetics are not universal.
The disagreement of Collingwood (106), Wollheim (124) and other aesthetics theorists
shows that there are no definitives in terms of aesthetics. Aesthetics change from
culture to culture, from time to time, and even from person to person. It is important to
teach that, even in the Western culture, aesthetics have evolved over time, and it is
important for the students to develop their own senses of aesthetics. As educators it is
imperative that we communicate to our students that they need a changing aesthetics
lens when looking at diverse theatrical presentations. Moreover, the metamorphic
property of aesthetics is the primordial element that we, as culturally responsive
theatre practitioners and educators, must convey. Education experts in minorities have
observed:
Members of minorities sometimes interpret succeeding
in school as rejecting their native culture; to become a
good student is to become “White” – to embrace and
uphold White cultural values. (Pearson Custom 83)
In theatre education, students must give up their identities too frequently in order to
succeed. Actors must use “Standard” American dialect, which in reality is the MidWest European American dialect (Wolfram & Ward 101). Much like actors, other
theatre practitioners have no option but to create within European aesthetics as well in
order to achieve “excellence.” The solution to the current situation in educational
theatre is to develop a theatre program that has multicultural educational experiences
with embedded aesthetics awareness.

Creating the Educational Experiences
An important characteristic of multicultural education is the propagation of
social justice. In a theatre classroom an educator can design experiences to help
students to begin to understand cultures other than their own. Moreover, since theatre
is an art that imitates life, the possibilities of cross-cultural exchanges are endless. A
good example of a cross-cultural pedagogical experience that Ford & Harrison present
in their book is the construction of a tepee (100). This educational experience is
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designed so students can discuss the often ignored American Indian culture (Lakota
specifically) while learning how to build this structure. This experience has a lot of
aspects that can be applied to theatre. Non-canonical theatre traditions, costume
design, and scene design can also be incorporated into the experience. Educational
experiences like this are the core of a truly multicultural program.
In order for a multicultural program to work careful planning is required. For
example, when one is building a class it is crucial to have diversity, as previously
discussed, in terms of assessment and evaluation methods. The key to addressing
differences in all students is to have a diverse range of educational opportunities for
the students. If the educator has a clear understanding of the educational outcome that
he/she wants the students to achieve, then it will be easy to design different methods
for the students to achieve that outcome. For example, if a theatre history teacher
wants the students to write a paper that compares and contrasts Greek theatre and
Sanskrit theatre, then the learning outcome is not the writing of the paper; it is “to
discuss the similarities and differences” between these two types of theatre. So a
teacher can design different experiences that will have the same learning outcome. The
teacher can give the students the option of writing a paper, giving an oral presentation,
or presenting two scenes that highlight the differences and similarities. In these three
experiences the student will have achieved the same educational outcome, but the
student will select the experience that will best help him/her to achieve it. This is one
of the ways to achieve educational equity.
Educational experiences like the one discussed in the previous paragraph,
when carefully selected in order to achieve a balanced curriculum, will give the
students sufficient tools to understand the different cultures and eventually aesthetics.
Woodie King, Jr. specifically urges his readers to understand that there is an intrinsic
difference between a play with African Americans in it and an African-American play
(12). He explains that a production of Guys and Dolls with an All-African-American
cast cannot be called Black Theatre. In other words, when we are designing the
educational experiences we must take special care in identifying which educational
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experiences are authentic. Davis says that texts that portray the student’s culture
accurately can motivate even the most stubborn student (104). Moreover, Murray &
Swanson say in their article Towards a Multicultural Theatre Course, that theatre can
act as the vehicle through which minorities reaffirm their sacred myths and their
identity (105). Therefore, the selection of the material must be very thorough.

Selecting the Material and Experiences
A good general rule in terms of selecting material to be read and/or performed
is to avoid texts that have portrayals of minorities that have not been written by these
minorities. These constructions can be uncomplimentary, distorted, biased, and
misrepresentational (Gay 25). Furthermore, part of the agenda of multicultural
education is to reconnect people with their identity and cultural foundation (Gay 27).
In other words, for the multicultural approaches in education to work, these portrayals
have to be accurate. Again, it is important that as educators we do not shy away from
controversial materials that have topics like slavery, racism, immigration, etc. Cultural
differences are part of our identity as people and as a country. In these cultural
differences the differences in aesthetics reside.
In a multicultural program permanent aesthetics should not be used. This
notion of permanent aesthetics is the core of biases in theatre. It is important to note
that a universal unprejudiced aesthetic lens does not exist. Only through aesthetics
awareness can biases be eliminated. In addition, the universality of theatre is based on
the human experience and our need to tell our stories. What separate cultures is how
we pass along these stories and what those experiences are. A multicultural program
celebrates and capitalizes on cultural differences. It teaches the basics of these
differences and gives the students the tools to observe with other aesthetics and
viewpoints or at least to understand other aesthetics and perspectives. As human
beings we will understand our experiences through our lenses, but multicultural
education is what makes our sensibilities multicultural. In order to achieve an unbiased
and multicultural education, a legitimate effort must be made to eliminate the biases in
the curriculum.
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Eliminating the Curricular Biases
The curricular biases can range in terms of how they affect the student, but
they all can be classified into two types: content and pedagogy. The curricular biases
in terms of content we have discussed on several occasions in this work, but it bears
some additional discussion. In terms of content the most obvious bias is non-inclusion.
Non-inclusion leads to bias in content. An example of biased content is an educational
activity that requires an experience that a student does not have because of his/her
cultural background. For example, if we are doing an activity that centers on Polka
dancing steps, the students who have not experienced this type of dancing are at a
disadvantage in this activity. In other words, it is important that, in the selection of the
educational activities and the content, the material is both diverse and unbiased.
The findings of Kathryn H. Au in Literacy Achievement and Diversity: Keys to
Success for Students, Teachers, and Schools, point out that students of diverse
backgrounds can be victims of cultural biases for generations. Au remarks:
Students of diverse background may lack the motivation
to do well in school because in their family histories,
success in school has not led to better life opportunities.
(106)
As a result, as teachers we must be aware that sometimes academic success is not
necessarily a motivating factor for some students. Consequently, the possibility of
change can be a determining motivating factor in these cases. Au also adds that:
…to motivate students of diverse backgrounds, teachers
must explore alternatives that allow students to be
successful in school while maintaining their cultural
identities… (106)
In other words, because students do not see academic success translating into better
life opportunities, it is even more important to include elements of social justice in a
theatre program.

Designing the Courses
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In Appendix C I have attached the syllabi of the core courses, as I would
design them. These are mere examples and are to be taken as guidelines. These syllabi
have examples of the methods of evaluation of each class. It must be noted, that in
most cases there is more than one option for the evaluations methods. These options
are designed for the same learning outcome. As previously discussed, it is not
important how the students achieve the learning outcome, but that they achieve it.
Even though these evaluation methods are different, they must be pedagogically
equivalent. Therefore, these methods require exhaustive planning. It is also important
that the educators do not impose their own learning methods preferences on the
pedagogy of the class. That goes against the multicultural education principles. The
strength of multicultural education against biases resides in the flexibility and the selfselection of the evaluations methods. This self-selection will allow the students to find
the best-suited evaluation method for them. As this happens, the intrinsic
disadvantages that traditional education presents are eliminated.
Additionally, I have included three examples of scopes and sequences for
courses using multicultural education. These documents are included in Appendix D.
They include a scope and sequence for a studio class and two non-studio classes.
These are included in order to provide an example of the activities designed in the
courses to achieve multicultural education. The third scope and sequence, for the class
Issues of Multiculturalism in Theatre, is the class I taught in order to implement
multicultural education as part of this dissertation. The findings of this class are
included in Chapter V. The important aspect of these documents is that it shows how
to implement diverse pedagogies to a specific class and also to address different types
of learners while using multicultural education.

Types of Learners
One of the most important considerations in order to address diversity in the
classrooms is to know the different types of learners and/or learning. There are many
theories that break down and codify types of learning/learners. I suggest that, as an
educator, one get acquainted with as many theories as one can. In this dissertation, I
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will discuss two theories and then I will explain how to apply this information with a
multicultural educational approach.
Carolyn Mamchur, in her book A Teacher's Guide to Cognitive Type Theory &
Learning Style, codifies the categories of learners into eight types. These are
extraverted, introverted, sensing, intuitive, thinking, feeling, judging and perceiving
learners. In order to illustrate the codification I am going to include the description of
each category in its pure form. These descriptions are included in order to help the
educator understand how different types of learners are reflected in this theory.
Mamchur describes each learner as follows, starting with the extraverted learner:
1. Extraverted students like to think out loud. They
really don’t know what they know until they have
the chance to talk it out. Talking clarifies the
process.
2. Extraverted students learn by doing. They are actionoriented and prefer hands-on experience.
3. Extraverted students like to learn together. They
enjoy sharing ideas and tasks.
4. Extraverted students enjoy variety. They prefer to
experience a whole range of activities, focusing
finally on a select few.
5. Extraverted students need feedback from the teacher
and from peers. They need to know how they are
doing it. (12)
The introverted learner:
1. Introverted students need to think everything
through, inside their heads, before they risk
responding in front of others. … They prefer to
volunteer answers to questions, rather than be asked
a question directly. When they trust their teacher and

41

Texas Tech University, Teddy Alexis Rodríguez-Vélez, May 2013

are confident of their knowledge, they can surprise
everyone with unexpected and intense responses.
2.

Introverted students are private beings. Their deep
and easily violated sense of privacy extends to the
learning space. Introverts need a sense of place and a
feeling of ownership over that space. They prefer
that no one else inhabit that space. … They
appreciate

quiet,

uninterrupted

work

where

concentrated energy focuses on one thing at a time.
3. Introverted students are self-motivated. They deeply
resent anyone “looking over the shoulder” as they
learn. They want clear instructions to follow and the
opportunity to explore ideas without supervision. If
they need help, they prefer to watch an expert, read a
source, or watch a video. Having to learn and
perform simultaneously is trying for introverts, who
want to learn enough to be able to do the task fairly
well before they have to try it, especially in front of
their peers or even an instructor. (16)
The sensing learner:
1. Sensing students move cautiously into new learning,
prefer a set procedure, and usually learn one step at a
time. They like to stick to skills and knowledge they
already possess and learn best by building on those
in a developmental learning module.
2. Sensing students dislike abstract theory and tend to
skip over theory when it is presented to them. This
omission often makes them feel guilty, stupid, or
resentful. Theory must be presented in small pieces,
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as it relates to the immediate learning task, and only
when absolutely necessary. Sensing types need to
see a practical reason and immediate payoff for
learning.
3. Sensing students are like open sponges, absorbing
information through all the senses. They want to see,
hear, and touch as they learn. Often, they can learn
by observing and mimicking behavior. Such students
learn very quickly when they can look over a stepby-step procedure, see it performed, then try it
themselves. (27)
The intuitive learner:
1. Intuitive students are inventive learners who like to
make up possible hypotheses, explanations, and
ways of doing things, as they go along. They would
rather guess first and be told later, as a checkpoint.
They enjoy adding their own original touch or idea
to any given situation and will put more energy into
a project when they are encouraged to invent and
take risks.
2. Intuitive students get bored easily and seek variety in
how and what they learn. They dislike repetition and
resent it deeply when the teacher forces them into a
review situation. If intuitive students must review,
they do it best by testing wits or teaching their peers.
3. Intuitive students work unevenly and grow in spurts
and starts. At the start of a project, their energy is
often focused and intense. Then their attention may
lapse, but it generally returns to an intense level by
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the end of the project. Intuitive students tend to skip
over what they consider unimportant details and
often get them wrong or forget them. Intuitive
students pay attention to details only if they serve
their larger purpose, such as supporting a hypothesis
in a report or an experimental study. (33)
The thinking learner:
1. Thinking students value honesty and fair play and
deeply resent any signs of favoritism. They believe
rules should be followed to the letter.
2. Thinking students can be competitive, driven,
independent learners—demanding of themselves and
others. They like to win and to always appear
confident. If thinkers are made to feel incompetent in
front of others, they may become so distressed that
they mentally withdraw from the classroom.
3. Thinking students need well-organized, logically
developed courses of study. They value, respect, and
expect expert knowledge. (38)
The feeling learner:
1. Feeling students need a harmonious environment in
which to learn. They take everything personally. The
teacher must avoid harsh criticism. Even if criticism
is

not

directed

at

feeling

types,

they

feel

uncomfortable when it is going on. Feeling students
want a sense of decorum and respectful manners to
prevail in the classroom.
2. Feeling students value cooperation, consideration,
and consensus. They rarely appreciate competition
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because they believe that no one should be made to
lose or feel second best. Feeling students like to
please and are motivated by this desire in the
classroom.
3. Feeling students want learning to help them grow in
a personal way or to be more able to serve the world
in the largest humanistic sense. Learning peaks for
them when values are a motivating factor. Feeling
students also learn best from an instructor whom
they like as a person. (42)
The judging learner:
1. Judging students like to plan and schedule and need
exact dates regarding course progress, exams, and
assignments deadlines. They want to see, in advance,
a definitive structure, a framework, or an outline of
the course of study for each unit—even for the
whole year, if possible.
2.

Judging students want to complete every task
started. They crave a sense of closure. Operating
with a strong work ethic, they hate to abandon
projects and feel guilty when they do. They dislike
casual attitudes toward assignments and will
experience more resentment than relief if a teacher
assigns something early in the year and then cancels
the assignment later on. This is true even if the
reason is well justified.

3. Judging students expect a lot of feedback on
assignments. They want everything to count and to
be evaluated. (48)
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The perceiving learner:
1. Driven by a natural curiosity, perceiving students
enjoy the process of discovering new ideas, but
without a lot of pressure. Perceiving types are good
at exploratory learning. They should not be expected
to complete everything or to always produce a final
product. Testing should be kept to an absolute
minimum.
2. Because perceiving students tend to avoid schedules,
they may need encouragement in a very structured
course. Helping them stay “on task” and “on time”
must be done pleasantly, not punitively. Perceiving
students need degrees of freedom and appreciate any
form of flexibility and spontaneity the teacher can
provide.
3. Perceiving students are quite relaxed and open to a
variety of styles and ideas. They find pleasure in
most situations, provided the structure is not so rigid
that they feel all chances for fun and spontaneous
adventure have been destroyed. Perceiving students
can rarely be bullied into compliance. If bullied or
pressured, they will silently withdraw, give up, or
cause a rebellion. (53)
These categories can be used in order to avoid curricular biases. For example, an
unbalanced curriculum will have educational experiences that advantage a certain type
of learner. The premise of multicultural education is that all of the students must have
the same opportunity to achieve the learning outcome without having to be at a
disadvantage. The importance of Mamchur’s and other theorists’ work is that it gives
us the tools to understand students from an educational perspective. This perspective
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gives us information about students’ learning tendencies in order to address them in
the curriculum. For example, a class that is mainly taught with a lecture format is
giving an advantage, according to this theory, to the sensing and introverted learner.
That is the reason why the multicultural educational methods are innovative; they
address that intrinsic disparity of traditional education.
Another theory that codifies types of learning is Howard Gardner’s theory of
Multiple Intelligences. I am dedicating some space to this theory in this dissertation
because Gardner describes not how students learn, but how the students’ abilities
modify the manner in which they learn. Kornhaber et al. in Multiple Intelligences:
Best Ideas from Research and Practice summarize Gardner’s description of the
multiple intelligences as follows:
Linguistic

intelligence

allows

individuals

to

communicate and make sense of the world through
language. Those who have a keen sensitivity to language
in its spoken and/or written forms demonstrate this
strength as poets, writers, lawyers, and public speakers.
Linguistic intelligence is highly valued and rewarded in
school.
Logical-mathematical intelligence enables individuals to
use, appreciate, and analyze abstract relationships. In
Western culture, this capacity is often harnessed in
mathematical reasoning and scientific investigations.
Mathematicians, scientists, and engineers deploy this
intelligence at high levels. Like linguistic intelligence,
logical-mathematical intelligence is emphasized in
school.
Spatial intelligence enables people to perceive visual or
spatial information, to transform this information, and to
recreate visual images from memory. Blind people
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skillfully employ this intelligence, using it to create
mental maps of their environments. It is commonly seen
operating at high levels in architects, artists, surgeons,
and pilots.
Musical

intelligence

allows

people

to

create,

communicate, and understand meanings made out of
sound. It is manifested to high degrees among
composers, musicians, and acoustic engineers.
Bodily-kinesthetic intelligence entails using all or part of
the body to solve problems or create products. This
intelligence seems to stand in stark contrast to the
reasoning prized in traditional tests of intelligence. Yet,
advanced forms of problem solving and creativity are
evident in the activities of choreographers, rock
climbers, and skilled artisans.
Interpersonal

intelligence

enables

individuals

to

recognize and make distinctions among others’ feelings
and intentions and to draw on these in solving problems.
Successful teachers, actors, therapists, political leaders,
and salespeople rely on strong interpersonal intelligence.
Intrapersonal

intelligence

enables

individuals

to

recognize and distinguish among their own feelings, to
build accurate mental models of themselves, and to draw
on these models to make decisions about their lives.
Intrapersonal intelligence is sometimes seen in skillful
autobiographies and, more generally, among those
individuals who make sound choices about their life and
work.
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Naturalist intelligence allows people to solve problems
by distinguishing among, classifying and using features
of the natural world. This intelligence is commonly seen
in people’s ability to categorize different kinds of plants
and animals and has been harnessed to the task of
distinguishing among human-made objects. It is
essential to the work of landscape architects, hunters,
archeologists, and farmers. (6)
Additionally, Gardner, in his book Intelligence Reframed: Multiple Intelligences for
the 21st Century, also adds existential intelligence. According to him, even though he
was first planning to add a spiritual intelligence to these categories, while developing
existential intelligence he realized that the latter would cover these criteria. He
describes existential intelligence as follows:
Existential intelligence… the capacity to locate oneself
with respect to the furthest reaches of the cosmos—the
infinite and the infinitesimal—and the related capacity
to locate oneself with respect to such existential features
of the human condition as the significance of life, the
meaning of death, the ultimate fate of the physical and
the

psychological

worlds,

and

such

profound

experiences as love of another person or total immersion
in a work of art. (60)
Gardner’s multiple intelligences theory is yet another approach that can help
multicultural educators to design the curricula in a balanced manner. As Kornhaber et
al. and Gardner point out, both linguistic and logical-mathematical intelligences are
emphasized, valued, and rewarded in schools. This emphasis supports the idea of
biases in a traditional curriculum. Ideally, a multicultural educator will design courses
in which all intelligences are addressed. Obviously, these intelligences are not present
in students in their pure form, but in combinations of them. As educators we must
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ensure that the bodily-kinesthetic and spatial intelligences are emphasized as well in
order to bring balance to the curricula. On the other hand, in theatre, one can argue
that bodily-kinesthetic and spatial intelligences are already emphasized. The
importance of these concepts is that no intelligence is emphasized, but all are
encouraged and included. Keeping that inclusion at all times ensures true multicultural
education.
Furthermore, in order for multicultural education to succeed, it is important
that the school comes together as one. That is why in this dissertation I not only
address the issues inside the classroom, but also the issues of the school policies as a
whole. In order for multicultural education to be implemented school-wide there needs
to be a minimum number of support staff in place specifically to oversee multicultural
aspects of the curriculum.

Support Staff
Teachers need to have an academic environment in place to achieve
multicultural education. For this purpose, I have designed two positions, the
multicultural education facilitator and the non-traditional casting advisor. The second
position I will describe and address in the next chapter. The multicultural education
facilitator should be a faculty member that is not the department’s chair. The holder of
this position should be given some release time in order to allow him/her to fulfill the
tasks

that

the

position

requires.

The

multicultural

education

facilitator’s

responsibilities should include overseeing all of the pedagogy of the courses in order
to ensure that curricular inclusion is happening. The facilitator should be responsible
for the training of educators in multicultural education. At the time of the
implementation of the program, the facilitator is to train the entire faculty. Afterwards,
the facilitator will train the newly hired faculty. Additionally, the holder of this
position must develop multicultural education trainings in order to keep the faculty
aware of the latest and newest trends in multicultural pedagogy; therefore, the
facilitator needs to keep up with the most current advances in multicultural education.
Moreover, the facilitator should be in charge of maintaining a multicultural

50

Texas Tech University, Teddy Alexis Rodríguez-Vélez, May 2013

environment in the academic setting. Some aspects of maintaining the multicultural
academic environment should include, but not be limited to, making sure there is
diversity in the season offered by the department, that the content of the studio classes
addresses multiculturalism, research is used to meet the needs of minorities, outreach
programs are developed for the cultural groups present in the classroom as well as
programs for the students to engage in multicultural experiences, and that there are
efforts made within the department to maintain the multiculturalism philosophy in
both the faculty and the students. By engaging in these practices, the multicultural
education facilitator will keep a true multicultural educational scenario while creating
culturally competent faculty and students. Culturally competent people develop
sensitivity in terms of social justice, according to Vannapond Suttichujit:
The success of becoming culturally competent involves
the support from administrators, teachers, students, and
community. The ultimate goal of promoting cultural
proficiency in schools is to have culturally competent
students who will carry this idea to make change in
society in the future. (496)
Implementing cultural responsiveness in our students will plant the seed of social
justice and ultimate equality.

How to Implement Multicultural Education
The first assessment that a school should do is to find the cultural groups
present in the global culture of the school. After that assessment, the question is how
to include these groups in the pedagogical experiences and the content of the program
as a whole. After those questions are answered, the school would be ready to redesign
the courses individually. Ideally, after the multicultural education facilitator trains the
instructors, they can design the courses correctly themselves. At that point it is
recommended that the multicultural education facilitator supervises the designing
process and provides feedback and ideas to the teachers in order for true multicultural
education to be achieved.
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On the other hand, even if the policies are written down, the implementation of
these are key to an effective multicultural program. In Au’s research, she found that:
The difference between successful and unsuccessful
schools was not found in the philosophy, rather the
difference resided in… whether the teachers could come
together to form a school wide professional learning
community. (132)
The multicultural education facilitator and the non-traditional casting advisor (a
position I will discuss in detail in the next chapter) are very important players in the
implementation and development of these policies in the classroom; they provide the
channels for a successful school-wide implementation aided by the commitment of the
faculty.
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CHAPTER IV
COLOR-CONSCIOUS CASTING AND THE NEW RACISM
In the theatre educational setting it is important to promote color-blind casting
and to encourage students to practice it when they graduate from school. Since most
theatre practitioners would agree that roles should go to the best actors, then why
consider the race or ethnicity of an actor when casting, which has nothing to do with
acting? On the other hand, Clinton Turner Davis and Harry Newman, in their book
Beyond Tradition: Transcripts of the First National Symposium on Non-Traditional
Casting, prove at the time of the establishment of the Non-Traditional Casting Project
(NTCP) in the United States, that all European American casts performed 90% of the
plays produced in professional theatre (Davis & Newman 18). The effect of having so
few minorities represented on stage in spite of our ever-increasing diversity in
classrooms is ominous. Traditional casting and typecasting, in my opinion, has been
the downfall of multicultural theatre. In the case of Puerto Rico, there has never been a
movement similar to that of the NTCP. The reason can be easily explained by the
color-blind racism theory, which I will explain later in this chapter.
Casting by type may show a lack of imagination and creativity from the
director. I ask then: when does the creativity of a director begin? Does it begin during
rehearsal? Obviously, by the time a play gets to rehearsal, half of the process for the
director is over. Then the answer is: the creative process for the director should begin
when he/she reads the play for the first time. Later the creative process should
continue with casting and finish with the rehearsals. This lack of creativity reveals the
core issue of current casting practices. In these practices there is a generalized
preference for the actors to resemble the author’s idea of the character or like the
originator of the role. According to Angela C. Pao in No Safe Spaces, the casting of
actors by type diminishes the distance between representation and reality (26), and that
distance is what reinforces the theatrical effect (36). What Pao suggests is that, the
more differences between the character and the actor playing that character, the more
theatrical the result will be.
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A director that typecasts implicitly disregards an actor’s education, and this
leads to the disrespect of the craft by society. Actors are hired to present or represent a
character. If casting by type was a valid practice, then actors should be given a list of
characters they would be able to play at the beginning of their careers and then prepare
for those characters. Consequently, the necessity for schools of theatre would be
diminished. Furthermore, small workshop types of training would be sufficient to
satisfy their training, since the actors already are so similar to the characters that they
would play. But in reality, in order to reinstate the respect for the theatre arts and
guarantee its survival, we need to practice non-traditional casting.
According to the Non-Traditional Casting Project (NTCP) there are four
subcategories of non-traditional casting:
•

Societal Casting – ethnic, female, or disabled actors
are cast in roles they perform in society as a whole.

•

Cross-Cultural Casting – the entire world of a play
is translated to a different cultural setting.

•

Conceptual Casting – an ethnic, female or disabled
actor is cast in a role to give the play greater
resonance.

•

Blind Casting – actors are cast without regard to
their race or ethnicity, the best actor is cast in the
role. (Davis & Newman)

None of these categories are frequently used in theatre. Most directors tend to cast
“traditionally.” Though the promotion of non-traditional casting has not always been
successful, it is making inroads, as more and more directors make use of the
distinction proposed by theorist like David and Newman. They first define casting
“traditionally” as the selection of European-Americans or light-skinned actors in nonracially specific roles. Some of the most common arguments against casting nontraditionally are that multicultural actors speak in dialects (or accents), biology or
genetics, and artistic freedom. Usually when directors cite biology or genetics they
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refer to mixed families. They feel like it impossible to pass the fact that, for example,
two European American actors would not produce an African American son or
daughter. Furthermore, when they cite artistic freedom they refer as part of their
creative process is to cast whoever they want without being held accountable for their
methods. In order to better understand the proposal of the NTCP, I will discuss several
examples by using Arthur Miller’s Death of a Salesman as the common denominator
in the different categories.

Societal Casting of Death of a Salesman
When a play is cast according to societal casting the character represents their
role in society. For example, Willy Loman played by an Asian actor, would represent
a once respected hardworking man that lands in disgrace. Willy’s character would
mirror the situation of Japanese-Americans after the Pearl Harbor attack. If a Hispanic
or Latino actress played Linda Loman, this choice would represent the hardworking
Hispanics and Latinos that are mistreated and unrecognized all of their lives. If an
African-American played Biff Loman, he might represent a student that does well in
sports, but the cultural biases of school prevent him from excelling in his studies. If a
young European-American woman played Happy Loman, she would represent how
talented women are ignored or live in the shadow of men because of their gender.
These choices make statements on the status quo.

Cross-cultural Casting of Death of a Salesman
In cross-cultural casting the world of the play is transferred to another culture.
An example would be if the whole play was transferred to, for example, the Bronx,
New York, and all the characters were Puerto Ricans struggling in the city. Another
example of cross-cultural casting would be doing the play with an all African
American cast. The key aspect of cross-cultural casting is that the play as a whole is
transferred to another culture and this can give the play a different significance.
Additionally, the differences and similarities between the original culture of the play
and the transferred one can be explored.

Conceptual Casting of Death of a Salesman
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An example of conceptual casting would be to cast the character of The
Woman with an African-American actress. By giving that role to an AfricanAmerican, the resonance of Willy Loman cheating on his wife with an AfricanAmerican in the late 1940s would be greater as it points not only to adultery, but to
racial issues of the era. Another example of conceptual casting could be casting Willy
Loman with an actor that is wheelchair-bound. The resonance of his fall to disgrace
and eventual death could be very interesting. For example, the question might be
whether or not his disability was the main cause of his fall.

Blind Casting of Death of a Salesman
Lastly, if blind casting was used it would be hard to tell what the racial
composition of the cast would be. In theory, however, the actor who got the role of
Willy would have to be the strongest actor that auditioned without having considered
his race or ethnicity. The character of Linda would also have to be cast in this way. By
doing blind casting, it is possible that the family would be racially mixed. The
freedom that blind casting provides is that of casting anyone in any role. This freedom
will result, in my opinion, in a fairer process. One of the most eminent pitfalls is that
the audience can be affected by their color-blind racism and not accept a mixed
family.

(I will describe the color-blind racism theory later in this chapter.)

Incidentally, the reaction of the audience can also be an educational opportunity for
eliminating racism in society. Blind casting is the category in which the nontraditional casting provides the most equitable opportunity to all groups. In theory, all
of the people auditioning are potential actors for all characters.
Non-traditional casting categories are guidelines in to educate and provide
directors with examples. Furthermore, there are other ways to practice non-traditional
casting, which I am going to discuss later in the chapter. Now I am going to discuss
the main arguments against non-traditional casting. These are, in my experience and
research, dialects (or accents), biology or genetics, and artistic freedom.

On Dialects
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First I will discuss the use of dialects (or accent) in the theatre. There has been a
lot of discussion on the importance of dialects in the acting profession. When
contemporary directors use terms like: “standard American dialect” or, in Latin
America, acento neutro (“neutral dialect”), these are either based on notions that are
prejudiced or simply based on a made-up aesthetics. First, I will discuss the so-called
“standard American dialect.” In most cases, if not all, when theatre practitioners refer
to the “standard” American dialect, they mean the Mid-West European-American
dialect. If we evaluate the matter semantically, the word “standard” is used loosely.
Definitions three and four for this word in the Webster’s Dictionary are:
3: having recognized and permanent value < a standard
reference work >
4: substantially uniform and well established by usage in
the speech and writing of the educated and widely
recognized as acceptable < standard pronunciation is
subject to regional variations > (1)
Accordingly, if we use definition three, how do you measure an entire dialect and give
it a permanent value, when culture, including dialects, changes. Therefore, standard as
a permanent value cannot be used in reference to a dialect. Additionally, in terms of
speech, in definition four, what we call standard changes from region to region. The
question is now, why do we call this dialect standard American since the idea of a
standard American dialect is false. Moreover, according to Timothy C. Frazer in his
essay An Introduction to Midwest English, which is included in the book American
Voices: How Dialects Differ from Coast to Coast:
One

of

the

grossest

misconceptions

about

the

Midwestern United States is that it is the home to
“General American,” a bland, deregionalized variety of
English spoken by everyone in the region. Like many
generalizations, this is not true. (Wolfram & Ward 101)
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Furthermore, according to phone research conducted by Labov et al. in The Atlas of
North American English: Phonetics, Phonology, and Sound Change, the region that
encompasses the Midwest or, as it is referred to Midland, is not the biggest dialect area
of the continental United States. As seen in Figure 1.1, the area they call the West and
the South (which does not include most of Texas) is bigger than that of the Midwest.
Also, the North is similar in extension to the Midwest area (Wolfram & Ward 1).
Because of the specificity of this dialect, the notion of a “standard” American dialect
as the dialect for the stage because of its generality should be eliminated.

Figure 4.1 Dialect Areas for the United States of America from Atlas of North American
English by Labov et al. 2005.

Interestingly, in Spanish there is a similar notion of a standard dialect. This
dialect is called acento neutro. This dialect was developed by the communication
industry, including televised news, in order to remove regional dialects from these
media. In order to achieve the acento neutro, they studied the pronunciations of words
and selected those that are more common among the different Spanish dialects. Acento
neutro is considered the universal Spanish dialect. In the television business this
“dialect” is the desired dialect. Even in artistic endeavors like movies, dubbing, or
soap operas, this dialect is the preferred one. Theatre practitioners should avoid this
dialect at all costs. Since plays are not written in this dialect, this is the reason why this
dialect sounds strange. Furthermore, the universality of this dialect is most definitively
questionable. The reason for the questionable universality is that the people that
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developed this dialect obviously could not help but impose their dialectical biases into
the process. Their biases reside in how to select the pronunciations that were more
“universal” and what where the basis used?
On the other hand, in order to avoid misunderstandings, I must add a few
clarifications. When I talk about eliminating the notion of “standard” American dialect
and “acento neutro,” I am definitely not referring to eliminating voice training. I am
not talking about aspects of voice like projection, breathing, and articulation. The
argument is in favor of those speech patterns, and sometimes pronunciations, that
make every group unique. There are some exceptions because there are some plays
where dialects are intrinsic to the story. In those cases then, the appropriate dialect can
be used. In all other cases imposing these dialects has no legitimate purpose.
Additionally, most of the arguments in favor of the practice “standard” American
dialect are authenticity and the clarity of the material. In the case of authenticity,
unless the play occurs in the area shown as the Midwest, the argument is null.
Furthermore, when clarity of the material is cited, this would suggest a biased notion
of the word “clear.” How does one determine what dialect is more “clear.” These
arguments, more often than not, are prejudicial.
The prejudice of the arguments against eliminating the use of the “standard”
American dialect and the acento neutro are present at many levels. It is important to
evaluate the prejudice in the “standard” American dialect first. At the point that an
actor is asked to perform in a “standard” American dialect, there is an implication that
this dialect is superior to his or her dialect. This implication of superiority fits into the
cultural imperialism theory, where some cultures are considered superior to others.
Additionally, as educators and directors, we should always question why this dialect is
the standard one and not the southern American dialect or the African American
dialect. The implication of the mere name of this dialect is an aspect that as educators
we must avoid at all costs.
In the case of the acento neutro, the necessity for this dialect is arguable.
Similarly to the claims of the “standard” American accent, the main purpose of the
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neutro dialect is to eliminate the regionalism of a dialect and create a universal
Spanish. My question is, why is this necessary? Should we, as Spanish speakers, be
ashamed of our natural dialects? That is the implicit message of this dialect. The
natural dialect of a person is one of the key elements of his/her identity; therefore,
both of these dialects, the acento neutro and the “standard” American dialect, should
never be enforced on the students. These preferences in terms of dialects and/or accent
lead to the question of why these practices still enforced. Furthermore, why are they so
frequently used? The explanation then should include that there is some types of
biases that are ruling these preferences. Consequently, these biases are systematically
dismissing the inclusion of minorities in theatre and in theatre education.

The New Racism
Color-blind Racism
Similarly, when directors are hesitant to cast racially mixed families or racially
mixed groups on stage they also show a type of bias. This type of bias or racism is
difficult to avoid because, if is not fully understood, the efforts to promote nontraditional casting practices would be futile. Even though the propositions of the
NTCP are noble, there are new considerations that must be factored in. The fact that
there has been a lot of resistance to non-traditional casting must be explained
(Newman 27). One possible explanation is Bonilla-Silva’s theory on racism called
color-blind racism.
Eduardo Bonilla-Silva explains in his book Racism without Racists: Color-blind
Racism and the Persistence of Racial Inequality in the United States, that the colorblind racism theory affirms that most people have racist views (28). According to this
theory, there are four frames in which color-blind racism operates. These frames are
abstract liberalism, naturalization, cultural racism, and minimization of racism. The
first, abstract liberalism, involves using ideas associated with political and economic
liberalism in an abstract manner to explain racial matters. One example of this frame is
when people that oppose programs like the Equal Opportunity Office or Affirmative
Action refer to them as “unnecessary” or “preferential” (28). The second frame,
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naturalization, allows color-blind racists to explain segregation in the present day.
Individuals using this frame can make statements like “biologically people from the
same race gravitate towards each other” (28). Third is cultural racism. This frame is
used in order to justify aspects of our society like the achievement gap. An example is
an argument like “minorities do not put an emphasis on education” (29). The last
frame is minimization of racism. This frame suggests that racism is no longer a
central factor affecting minorities in their life chances. An example of this frame is
“there is discrimination, but there are plenty of jobs out there” (29).
Interestingly, the color-blind racism theory applies perfectly to the current theatre
and casting practices. I will start by evaluating the theory frame by frame. A clear
example of the first frame, abstract liberalism, in theatre is the Actors Equity
Association’s failed attempt to bring affirmative action to theatre in 1992 with the
Miss Saigon fiasco. As documented by Lois L. Krieger in “Miss Saigon” and Missed
Opportunity: Artistic Freedom, Employment Discrimination, and Casting for Cultural
Identity in the Theatre, no Asian actors were allowed to audition for the main male
roles (839). In this case, the director and producers of the show cited artistic freedom
in order to justify their racism. Their racism is evident because they are not only not
casting minorities, but also not casting them in roles written for minorities.
Secondly, a theatre example of reliance on a naturalization frame in order to
defend racist views is those directors who say that they do not cast minority actors
because they “do not audition,” when in fact, they do. An example is the casting of
the musical Hairspray in Plano, Texas, in 2012. This musical requires a cast of
African-American actors for many of the main roles. Lucas Kavner reported in his
article All-White Production of “Hairspray” in Texas Raises Eyebrows, that the
casting of an all-European-American company caused controversy all across the
United States. Another example of the naturalization frame is when theatre
practitioners cite that some minorities “do not have theatre traditions.” Cultural racism
is the most common frame used in theatre. While using these frames, directors make
culturally racist decisions when casting. Arguments like dialect (or accent), skin color,
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or that certain types of actors are “not right for the part” are the most prevalent. These
arguments are used to systematically avoid casting minorities. That is the reason why
the results found by the NTCP were and are so alarming.
Finally, the minimization of racism in theatre is also common. A clear example is
when directors use “token” actors of color in order to offset their predominantly lightskinned casts or state that conditions are “it is better now, than before.” Lo and Gilbert
in the article Toward a Topography of Cross-Cultural Theatre Praxis, say on this
matter:
Small “m” multicultural theatre refers to theatre works
featuring a racially mixed cast that do not actively draw
attention to cultural differences among performers or to
the tensions between the text and the production content.
One of the most common strategies of small “m”
multicultural theatre is to use nontraditional or “blind
casting”—usually in productions of canonical plays
staged for a mainstream audience—to signal a
commitment to cultural pluralism. While such casting
opens up employment opportunities for minority-group
actors, it is a politically conservative practice that gives
the

appearance

of

diversity

without

necessarily

confronting the hegemony of the dominant culture. (33)
Lo and Gilbert shine a light on the current situation in theatre. As previously
discussed, the inclusion of minorities in theatre is imperative. Lo and Gilbert’s point is
very interesting because, according to them, there is a motivation to actually appear as
inclusive, while at the same time not committing to inclusiveness. According to this
theory, as previously discussed, the appearance of inclusiveness is what makes the
new racism so difficult to see and even understand. There is an additional layer in
minorities’ everyday lives that hides the underlying racism. Under this layer latent
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racism can go unnoticed, though still affect in a direct manner those who are the
victims of it. This layer is also present in theatre.
In other words, the theory of color-blind racism fits the racial scenario of theatre
today. Theatre practitioners utilize the frames describe by the color-blind racism
theory in order to justify the notable absence of minorities on stage and off.
Furthermore, these frames are utilized in order to deny minorities opportunities in
mainstream theatre. The purpose of these frames is to psychologically explain the
difference in social status and achievement of the races in a “non-racist” manner. With
the use of these frames, discriminatory practices can continue without apparent
discrimination. The reason for the subtlety of these discriminatory practices is because
they work in a combined form. It is important, therefore, to stress that these frames are
not necessarily used in pure form, but rather in a blend of forms (Bonilla-Silva 40).
That is the reason why color-blind racism can seem politically correct and even
logical. Color-blind racism, like a virus, is pliable and disguises itself very cleverly
behind these frames.
Pao also states that when Latino or bi-racial actors are light-skinned and speak
English with Standard American accents, they blend in (No Safe Spaces 77).
Furthermore, the lighter the actors of color are, the more neutral they are considered,
and the more cast(able) and unmarked (No Safe Spaces 136). These are the main
symptoms of color-blind racism in theatre. The consideration of whiteness as the
neutral race is one of the cornerstones of the color-blind racism theory. Most
importantly, the concept of whiteness as neutrality is dangerous since it has underlying
aspects of supremacists’ ideals. Paul Carter Harrison, in The Crisis of Black Theatre
Identity, calls this notion cultural imperialism (568). This points to the racism in
traditional casting theatre practices.
There is a lot of controversy around having families of mixed race onstage (Davis
& Newman 77), which makes it even harder for an actor of color to be cast, and
sometimes even considered, for roles. Most of these controversies are a reflection of
present views in our society about race and are further evidence for the theory of
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color-blind racism. Now I will discuss the theory of microaggressions in order to
understand further the present racism in society and in theatre.

Microaggressions
Another approach to understanding the biases of our culture(s) is the theory of
microaggressions. Derald Wing Sue et al. in their paper Racial Microaggressions in
Everyday Life: Implications for Clinical Practice, discuss present-day racism in terms
of microaggressions, a term devised by Pierce in 1970. Pierce et al. in their paper An
Experiment in Racism: TV Commercials, say that this term refers to aggressions that
are usually subtle, non-verbal and involuntary “putdowns” of people of color (66).
Wing Sue et al. add:
There is an urgent need to bring greater awareness and
understanding of how microaggressions operate, their
numerous manifestations in society, the type of impact
they have on people of color, the dynamic interaction
between perpetrator and target, and the educational
strategies needed to eliminate them. Our attempt to
define and propose a taxonomy of microaggressions is
grounded in several lines of empirical and experiential
evidence in the professional literature and in personal
narratives. (273)
Their point is that the perpetrators of these aggressions do them unconsciously. These
perpetrators continuously act out subtle aggressions that affect the lives and selfconfidence of people of color. In order for an educator/director to avoid these
microaggressions they needed understand what an actual microaggression is. An
example of a common everyday microaggression is, for example, when a person of
color is constantly assumed to work at a service job. These aggressions usually start
with an assumption that is seeded in our culture(s). Similar to the color-blind racism
theory, microaggressions can sometimes go unnoticed because people of color are
encouraged to ignore them. Wing Sue et al. argue:
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In most cases, when individuals are confronted with
their microaggressive acts… the perpetrator usually
believes that the victim has overreacted and is being
overly sensitive and/or petty. After all, even if it was an
innocent racial blunder, microaggressions are believed
to have minimal negative impact. People of color are
told not to overreact and to simply “let it go.” Usually,
Whites consider microaggressive incidents to be minor,
and people of color are encouraged (oftentimes by
people of color as well) to not waste time or effort on
them. (279)
Their point is important, and it must be addressed in both the pedagogy of the
multicultural program and the educational environment of its school. These
microaggressions can have effects on self-esteem that are detrimental to the identity
exploration that the program wants to achieve. These microaggressions are also a type
of bias that educators/directors must avoid. Most importantly, we must provide our
students the tools to avoid committing microaggressions and the tools to address the
consequences when microaggressions occur.
One of the main issues, as noted above, is that a head-on confrontation of the
situation usually results in the victim of the aggression being called over sensitive or
“playing the race card.” This leaves him or her in a conflicting situation that often
makes them create excuses for the perpetrator and eventually ignore these
microaggressions. Letting these microaggressions go preserves the status quo of
unequal opportunity for minorities and especially for people of color. Furthermore, it
is important to clarify that even though the victim lets these aggressions go, they still
have an effect on his/her everyday life. Similar to the color-blind racism theory, in the
microaggressions theory the perpetrators believe that there are currently no race
conflicts. That believe is what causes the microaggressions to be difficult to address if
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awareness is not present. Wing Sue et al. conclude that microaggressions are always
present when people of different races, ethnicities, genders and so on, interact (284).
Now I will explore the microaggressions in the theatre scenario. In theatre,
these microaggressions are usually as common as in society. The microaggressions in
theatre are also subtle like in the color-blind racism theory. In the case of actors, an
example of these aggressions is when performers are systematically not cast or put in
minor roles even with more training and superior auditions than their White
counterparts. Furthermore, the absence of authentic characters of colors in the
traditional canon is also a microaggression in the form of invalidations. It implicitly
reveals the unimportance of people of color in the theatre arts. Moreover, the
university educational situation presents what Wing Sue et al. call environmental
microaggressions (278). These environmental microaggressions are systematical
invalidations of people of color. In terms of educational theatre, they are shown by the
lack of inclusion in the curriculum, the stereotyped characters of people of color that
are often part of the traditional canon, and the devaluation of people of color’s
aesthetics. If, in fact, microaggressions are present in all interactions between different
groups, then awareness of these must be key to a successful interaction. All theatre
endeavors rely on interactions. These interactions occur both on stage and off;
therefore, awareness of microaggressions is extremely important in theatre. Equally
important are the interactions in the educational scenario.
Microaggressions also occur in the classroom, according to Wing Sue and
Constantine in Racial Microaggressions as Instigators of Difficult Dialogues on Race:
Implications for Student Affairs Educators and Students:
In the classroom, students of color may describe racial
microaggressions as a pattern of being overlooked,
under-respected and devalued because of their race.
When racial microaggressions occur, they present highly
charged racial situations that challenge both teachers and
students alike. Perpetrators (whether student affairs
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faculty or fellow students) often are unaware that a
microaggressive communication has occurred. They
may, however, sense that something is happening but be
unable to identify or articulate it. (Wing Sue &
Costantine 137)
In other words, the lack of inclusion in the classrooms is a microaggression. In the
classroom environment there are specific situations that are also microaggressive.
According to Wing Sue and Constantine the types of microaggressions are
microassaults, microinsults, and microinvalidations. In their paper microaggressions
are codified as follows:
Microassaults.

Microassaults

are

explicit

racial

derogations meant to hurt intended victims through
name-calling,

avoidant

behavior

or

purposeful

discriminatory actions. Calling someone a "nigger" or
"Jap," advocating that people of color are inferior, or
avoiding students of color by refusing to work with
them in classroom assignments are prime examples…
Microinsults. Microinsults are words and actions that
convey rudeness, insensitivity, or demeaning attitudes
toward the racial or ethnic heritage or identity of people
of color. In general, they occur outside the level of
awareness of the perpetrators, but they convey a hidden
insulting message to the recipients of color. When
students of color are asked, "How did you get admitted
into this university" or are told during a discussion on
Affirmative Action that, "I believe the most qualified
students should be admitted to the university, regardless
of their race," the underlying message to the recipient
may be that, as a minority group member, you must
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have been admitted through some Affirmative Action or
quota program (i.e., not because of ability or
expertise)…
Microinvalidations. Microinvalidations are perhaps the
most insidious form of microaggressions because they
exclude, negate, or nullify the psychological thoughts,
feelings, or experiential reality of people of color.
Potentially the most detrimental of the three forms,
microinvalidations directly attack the racial reality of
persons of color and attempt to replace it with the racial
reality of White American (oftentimes with damaging
consequences to the targets). Students of color often
report, for example, that fellow White students and
teachers

chastise

them

for

"bringing

race

into

everything" (e.g., ''Why does everything have to be
about race?"). When Asian American and Latino/a
American students who are born and raised in the United
States and who are complimented for speaking good
English or repeatedly asked where they were born, the
impact of these inquiries or statements is to negate their
U.S. heritage and to inform them that they are aliens in
their own country. (Wing Sue & Constantine 138)
According to Wing Sue and Constantine’s article, microassaults are the rarest in the
classroom because they are deliberate acts of racism that are what we call “oldfashioned” racism. In the case of microinsults, they are very common because they are
manifested non-verbally and are most evident in curricular exclusion. Lastly,
microinvalidations are the form of microaggressions that are most effective in terms
of avoiding topics on race. An example of a microinvalidation is when a student feels
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he/she is being left out and his/her peers tell them that they are being “oversensitive”
and their feelings are dismissed.
In terms of casting practices, the microaggressions theory fits perfectly the theatre
situation. For example there are two ways in which theatre communicates: first, how
the theatre as an entity works and second, by the plays that are produced. In terms of
the theatre as an entity, ignoring minorities both on and off stage can be considered
both microinsults and microinvalidations because it shows a lack of inclusion. In
terms of the plays produced by a non-inclusive theatre, most commonly White people
write these plays. Therefore, when these plays include characters of color, they are
often biased and unfair representations that, as previously discussed, are a type of
microassault.
This theory of microaggressions is very interesting because it codifies what other
multicultural educators have called the “little things” that minorities encounter every
day that put them at a disadvantage. If we as educators work in order to eliminate
these microaggressions, then half of the battle has already been won. Understanding
and addressing these microaggressions is the first step towards equality in theatre and
theatre education. In their paper Racial Microaggressions in Everyday Life:
Implications for Clinical Practice, Wing Sue et al. also address that there are
microaggressions towards people of different gender, sexuality, religion, disabilities
and so on (284). Therefore, this theory and method of codifying behavior can prove
very beneficial to a director and a multicultural educator.

Discussing Race in the Classroom
It is imperative that conversations about race, ethnicity, and inclusion of all
minorities are encouraged in theatre and in classrooms. These conversations are what
lead to an understanding and possibly an elimination of the new racism. According to
Angela C. Pao’s paper Recasting Race: Casting Practices and Racial Formations,
most of the conversations on non-traditional casting are happening in non-scholarly
publications (2). This means that scholars are the silent accomplices of racist practices
in theatres and classrooms. Classrooms are the ideal place to have conversations about
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race and inclusion in the arts. The NTCP mostly addresses casting practices in
professional theatre, but when theatre practitioners are already in professional theatre
they may have settled notions of traditional casting. Therefore, the best time to start
educating about non-traditional casting is the school years. Robert J. Willis in his
paper Non-Traditional Casting: A Case Study, stresses that policies of non-traditional
casting must be in written form in schools of theatre, and be part of the pedagogy in
classrooms; he also suggests that a coordinator of the policies should be put in place in
order to enforce them (118). The purpose of education is to cultivate future theatre
practitioners who are socially conscious and are always questioning present methods.

Color-conscious Casting
As a new method of non-traditional casting I suggest color-conscious casting. Pao
states that as recently as the 2000s multicultural-casting (or non-traditional casting)
was still linked to type-casting, with Asians playing submissive roles, Blacks playing
dominant roles, etcetera (No Safe Spaces 84). That is why non-traditional casting
needs a more comprehensive category: color-conscious casting. Color-conscious
casting would acknowledge the race of an actor, but not consider it when making
casting decisions. If directors acknowledge the race of actors, then color-blind racism
and stereotype casting can be avoided. A method for avoiding stereotypes is to know
the stereotypes. With multicultural sensibilities and appreciation for education, a
director can make color-conscious decisions when casting rather than ignore
minorities.
Color-conscious casting should begin with the definition of casting. Casting is
about getting the best actors and actresses. First, as directors we need to erase all preconceived notions of what the characters might look like. If we trust that our costume
and makeup designers can make any actor fit any character, then we can stop worrying
about an actor’s appearance. After that we need to acknowledge the actors’ race in
order to embrace it and avoid stereotypes. Additionally, we need to look at the actors’
training and education. If we as directors put education into consideration before we
start narrowing choices in the casting process, we are making sure that the craft and
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education are respected. Finally, after we have considered all of these aspects before
making casting decisions, then the process can be stripped of racism, and truly colorconscious casting can occur.
There are some directors who believe that color-blind and color-conscious casting
can change aspects of the play. Those changes are possible, however, can enrich the
creative process. The job of a director is not to decide what the audience is going to
interpret, but to present a situation and let the audience come to its own decisions. In
the academic scenario educators must provide opportunities for all students to
perform. Furthermore, a way to teach students to appreciate and respect education is
for educators to model and practice these ideas in their classroom. Director Melinda D.
Wilson used some of the guidelines of color-blind casting in order to do August
Wilson’s play Joe Turner’s Come and Gone at California State University in
Sacramento. She used color-conscious casting since there were not enough AfricanAmericans to fill all the roles. She understood that audiences are not color-blind (45),
so why should the theatre practitioners pretend that they are. Her casting presents an
example of how color-conscious casting can work. The example shows that colorconscious casting is about creating equal opportunities for all actors, while embracing
the actors’ identity, which includes their race/ethnicity. Most importantly, we as
educators and theatre practitioners should be held accountable if we do not give all
actors the same chance at all roles available.
Another practitioner who has practiced non-traditional casting is Zelda Fichandler.
She expressed her opinion in her article Casting a Different Truth, by saying that
actors should only be cast on the basis of latent talent (22). Fichandler also says about
the responsibility of training and educational programs:
No latent talent should go untapped. Leaders in the arts
are responsible for unleashing the power of talent that
lies crouched within the person and may still be locked
up there. And, specially, for providing training

71

Texas Tech University, Teddy Alexis Rodríguez-Vélez, May 2013

opportunities for young, minority actors who otherwise
might never find their place in American theatre. (23)
Her point is very important. As educators we must provide all of our students with
opportunities to be trained on the stage regardless of their race or ethnicity. The
students need to explore their own identities and the identities of their peers. We as
educators must see that there is diversity in terms of shows offered, backstage
personnel hired, and of course actors cast.

How to Implement Non-Traditional Casting
In theatre, especially in an educational setting, it is important to practice colorconscious casting. When typecasting happens in educational settings, there is an
intrinsic contradiction in the mission of education itself; therefore, typecasting should
be avoided in schools. These practices would not occur if we presented a curriculum
that was truly multi-culturally sensible and that addressed the problem of color-blind
racism. Moreover, if education has color-conscious casting practices embedded in the
pedagogical experiences, then the students would seamlessly practice color-conscious
casting in their theatrical endeavors. Finally, just like the mission of the NTCP states,
if we take action pedagogically, eventually non-traditional casting will become the
new tradition and it will not be non-traditional anymore.
One of the most powerful types of education is modeling. Hence, non-traditional
casting must occur in the educational setting at all levels because it is impossible to
teach it without practicing it in school: we, as educators, must practice non-traditional
casting in all of our endeavors, especially in the academic setting. In the educational
setting the best way to implement non-traditional casting is to first, have a nontraditional casting practices clause in the mission statement and educational
philosophy of the school. Additionally, the school must develop non-traditional
casting policies and practices guidelines. These guidelines must include a generic form
that has a rating system for auditions and callbacks. This rating system must include
also the number of years of experience/education of the students that audition. Along
with the guidelines, a yearly workshop on non-traditional casting can be put in place.
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This workshop will help the teacher to universally promote non-traditional casting and
the director to implement it in his/her casting practices. Non-traditional casting
practices must be followed at all times, unless the race of the characters is intrinsic to
the plot of the play. An example of this exception can be the casting of Francisco
Arriví’s Vejigantes. In this play the race of the characters is the important to the telling
of the story and the race tensions in Puerto Rico. In order for these casting practices to
be implemented, all faculty members must be informed of these policies. Furthermore,
a faculty member must be assigned as a non-traditional casting advisor as Willis
suggested (118). This advisor will have to approve all casting decisions and must have
the power to veto decisions that do not follow the policies, mission statement, and
educational philosophy of the program.
Moreover, all casting decisions and processes must be transparent. In order for
casting decisions to be nondiscriminatory, all casting decisions must be backed up by
strong auditions and training. This does not mean that there is not going to be artistic
freedom, but it means that the education of the actor is respected and embraced fully.
As a consequence of these policies, the casting processes will be stripped of racism
and prejudice, and the education respected. Likewise, in casting practices, there should
be a protocol in place in order to avoid a “star” system, which usually leads to racism,
and allow for all students to have equal opportunities. This also needs to be part of the
guidelines for casting practices. In Appendix E, there is an example of the minimal
casting practices policies that a school that practices multicultural education might
have. These practices are designed in order to both make sure that there is no
institutional racism embedded in the casting practices and that the main purpose of
theatre making at school is education. Appendix F contains an example of an audition
form. This form is designed to eliminate type casting and to ensure a fair audition
process.

Designing the School’s Season Offering
Another important aspect that can help the inclusion of actors of color and
minorities in the casting of the plays is the selection of the plays to be presented in
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school. In the specific case of a program for the island of Puerto Rico, there are
several ways to tackle Puerto Rican identity when choosing plays. An option is to
assure that at least half of the plays produced by the university are Puerto Rican plays.
Another option, and the most effective in my opinion, is to have a separate season
offering of only Puerto Rican plays. This separate offering will ensure that all of the
movements within Puerto Rican theatre are represented. Furthermore, it also ensures
that all of the identities of the different islanders are represented within the season.
As an example, the Western Michigan University Department of Theatre offers a
separate season that they call the Multicultural Theatre Program. The university
presents this multicultural season in order to include plays written by minorities and
ensure a truly multicultural experience to all of their students. The season’s mission
statement as it appears on reads from its website is as follows:
The Multicultural Theatre Program is designed to
provide an opportunity for students to work on theatre
pieces that reference the experience of the multicultural
community of America and the world. The University
Theatre strives to incorporate in its season plays written
by African, Asian, Latino, and Native American
playwrights to provide a well-rounded cultural and
artistic experience to its students.
With a culturally diverse student population, the
Multicultural Theatre Program strives to encourage and
celebrate the qualities that make every culture’s artistic
community unique. By reaching out to organizations on
campus and throughout the community that support
diversity, this program exposes its students and the
Kalamazoo community to a broader view of cultural
artistry across the globe.
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Along

with

dedicated

productions

within

the

University’s show season, the Multicultural Theatre
Program also encourages the study of all aspects of
multicultural theatre in the classroom. The curriculum
includes the study and history of different cultures to
create within students a worldly and sophisticated
appreciation for the diversity of the theatre. ("Western
Michigan University's Department of Theatre" 1)
This program is designed to assure inclusion of both non-traditional casting and
theatre of minorities. In the case of Puerto Rico, the separate program needs to do the
same while keeping the Puerto Rican identity present. This is another occasion when
the list of plays in Appendix A will be very useful. The importance of the program is
that the Puerto Rican plays will not have to compete with those of other traditions
since they will have their own venue; even if the regular season remains dominated by
European traditions, the Puerto Rican identity would still be present. On that point, it
is important to stress that this does not mean that Puerto Rican plays will not be
produced during the regular season. In an ideal situation, there should be Puerto Rican
plays produced in the regular season as well.
All of these policies must be included in the Theatre Department’s manual of
practices. This inclusion ensures that these practices are always in place. A detailed
description of the Puerto Rican theatre offering must be included as well and should
include the number of plays to be produced. In my opinion, these should be three to
five plays. Also these plays must include one classic play, one experimental play, and
one play written in the last ten years. Moreover, the offering must include at least one
play by a female writer, at least one play by a person of color, and, lastly, one play by
another minority not included in the previous categories. The season’s mission
statement might read:
The Puerto Rican Theatre Season is designed to provide
all students with the opportunity to explore their
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identities. The program offered in the season is a varied
selection of plays that showcases the diversity of the
theatre of Puerto Rico. This season strives to encourage
aesthetics

awareness

and

non-traditional

casting.

Additionally, the season also celebrates the history of
Puerto Rican Theatre and all its movements. Most
importantly, the season creates an extraordinary
experience that encourages the study and the respect of
Puerto Rican theatre outside the classroom.
This mission statement declares the goal of the season and defines a frame for the
season to be designed year to year. It defines the guidelines of play selection as well.
Which is to be balanced and representative of the diversity of the Puerto Rican people.
In conclusion, the practice of non-traditional casting in all of its forms in a
multicultural educational setting is imperative. The director and educator must model
these practices in order for them to become part of the culture of the school and later
to influence the students’ post-educational practices. Also, not only the casting of the
plays should be inclusive, but the offering of the plays as well. With these policies we
assure that not only do students have equal opportunity, but also equal representation
in the curriculum and educational activities as well.
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CHAPTER V
APPLYING MULTICULTURAL EDUCATION TO THEATRE EDUCATION
I designed the specials topics course “Issues of Multiculturalism in Theatre” in
order to teach multicultural education, but also to apply the pedagogy designed in this
dissertation. Both the syllabus and scope and sequence of the course are included in
Appendix B and C respectively. The course itself is divided into three main units. The
first unit introduces multiculturalism through a historical background and the
movements that have led to this dissertation. The second unit of this course teaches
non-traditional casting and aesthetics awareness. Lastly, the third unit is devised to
teach students how to apply multicultural approaches to both theatre and theatre
education.
In terms of pedagogy, since the class is taught through multicultural education,
it contains diverse teaching methods and diverse assessments and evaluation methods
as well. As noted in the syllabus of the course, the class includes not only lectures, but
also learning modules, PowerPoint presentations, discussions of readings, audio-visual
material and so on. Furthermore, the evaluation methods are varied and designed so
that the student may select what kind of method he/she desires to use. The selfselection method is present throughout the course in order to assure that all of the
types of learners are catered to in an equivalent manner.

Demographics of the Classroom
As part of the initial activities of the class I designed a survey that would help
me assess first, the demographics of the classroom and second, the understanding and
attitudes of the students towards the multicultural issues in theatre. The breakdown of
the class in terms of gender was 76.2% women and 23.8% men. In terms of
race/ethnicity it was 9.5% African-American or Black, 33.3% Hispanic-American,
52.4% European-American or White, and 14.3% who considered themselves as mixed
race or Indian. In terms of sexualities, 71.4% are heterosexual, 9.5% homosexual (gay
or lesbian) and 19.1% bisexual.
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As part of the yes/no question section in the survey, I asked if students thought
that there were current race inequalities in society. Eighty-five point seven percent of
the students answered “yes.” The other 14.3% that answered “no” were all EuropeanAmerican. This parallels Bonilla’s color blind racism theory that suggests that the new
racism practiced by the group in power starts with the assumption that equality has
been achieved. Interestingly, the next question I asked was if the students thought
those inequalities applied to the theatre, and 61.9% answered “yes” and 28.6%
answered “no.” Of those that answered “no,” two were Hispanic or Latino, and one
was African American. Around 20% of the students do believe that there are
inequalities in society, but that theatre has achieved equality. If we examine the matter
further, less than15% of the students thought that both theatre and society in general
have no racial inequalities. Furthermore, when specifically asked about inclusion
matters in theatre, 42.9% of the students answered that they thought there is no lack of
inclusion in the theatre arts. As a theatre educator, this was the most alarming to me.
This result shows that there is an evident disconnect between what the students
perceive outside of the theatre arena and inside. The reason for this is yet to be
explored during class. The question is, what inclusion are the students seeing in theatre
that is lacking in the larger society?
The survey also revealed that around half of the group have participated in
plays in which some sort of non-traditional casting has been practiced. This result is
more interesting because it does not coincide with the result from the previous
question in which 28.6% believe that equality in theatre has been achieved. The
question here is why do the other 20% that have participated in plays in which nontraditional casting has been practiced not believe that equality has been achieved?
Perhaps it is because these plays in which they participated only had a limited amount
of non-traditional casting? Or is it because it was a unique event, and they have not
experienced non-traditional casting again? Or are they assessing the lack of minority
plays they have participated in? This matter deserves further investigation; the results
are in the section Narrative of Incidents in the Class.
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The most important finding of the survey is that 52.4% of this class has never
experienced non-traditional casting firsthand. This result is alarming in a classroom
consisting of 76.2% of women and 47.6% racial and ethnic minorities. By analyzing
what the numbers revealed, it is likely that most of the women and minority students
have never been considered for roles that are outside of those written for their
race/ethnicity or gender.

Pedagogy of the Class: Implementing Multicultural Education
Introduction to the Class
The first days of class are designed to lay the ground rules of the course. This
is one of the most essential aspects since there are many topics that will be discussed
during class that can be seen as both controversial and emotional. In order to foster
effective communication, I designed a protocol of discussions that must be followed
during class sessions. This protocol also includes rules to be followed in the class
environment. These rules make the pedagogical process and the communication in the
classroom more effective. Furthermore, the students participate in a workshop called
Effective Communication.
As of this writing, the students have attended the first three weeks of classes.
The first sessions also include pedagogical experiences, which I call the community
building exercises. These exercises were done in order to create a learning community
and a safer environment for the students. The students showed an extraordinary
willingness to participate in these exercises and no worries about having honest
discussions about inequalities in society and in theatre.
Unit #1: Introduction to Multiculturalism
The first unit defines multiculturalism, and explores the importance of
multicultural sensitivities in general and in theatre. As part of this unit I discuss the
current racial, ethnic, and gender breakdown of the United States of America in the
latest census, and the benefits of multiculturalism. The course starts with an
introduction to the importance of multiculturalism in society. Also, we explore how
some of these groups are included in current theatre education. Additionally, I
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included a discussion of the basic elements of multiculturalism, such as inclusion, the
elimination of cultural imperialism, the elimination of the melting pot mentality, the
eradication of the achievement gap, and the exploration of identity. Additionally, I
explain how to develop cultural proficiency with discussions about color-blind racism
and microaggressions theory. The lesson on color-blind racism includes the discussion
of the four frames and the application of the four frames to theatre. The unit continues
with a discussion about aesthetics awareness and how to develop cultural proficiency.
It concludes with case studies in which the students can discuss possible solutions to
problems in theatre productions.
Evaluation #1
After the first unit the students have three options in which they can apply the
knowledge acquired. The options are a paper, a presentation, or a learning module (or
workshop)

in

which

the

students

apply

the

color-blind

racism

theory,

microaggressions theory, or another new racism theory to theatre. This evaluation is
designed in order for the students to connect the current societal inequalities to theatre
and make the connections between the material discussed in class and their own
theatre making. As this is the first time the students encountered the self-selection
method, this must be explained in detail by stressing that all of the options are
pedagogically equivalent. For the purpose of this class and this dissertation, I define
pedagogically equivalent evaluations as activities that share the same learning
objective. For the first evaluation the learning objective of all of the options is to apply
the concepts of the new racism theories to theatre.
Unit #2: Non-Traditional Casting
In the second unit I dedicate time to non-traditional casting. This unit discusses
the history and propositions of the Non-Traditional Casting Project in the United
States of America. Additionally, discussions on the importance of non-traditional
casting and how to implement it are included in this unit. The second unit is designed
for the students to explore different practices of non-traditional casting. The unit starts
with the historical background that led the Non-Traditional Casting Project to be
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established. The class moves on to discuss specific examples of non-traditional casting
and how to implement it. Next, we watch and explore the film Breaking Tradition,
hosted by Raúl Juliá and produced by NTCP. This film is designed to provide an
audio-visual aid for the teaching and implementation of categories of non-traditional
casting. The students are then ready to identify non-traditional casting in different
media, including theatre. After the discussion of the examples the students listen to the
debate between August Wilson and Robert Brustein called On Cultural Power. This
audio has two distinct stands on multiculturalism and inclusion in theatre. A
discussion of the debate follows this activity. At this point, the students are asked to
present their own examples of non-traditional casting.
Evaluation #2
For the second evaluation the students may select writing a paper, creating a
workshop, or doing a presentation on non-traditional casting. Unlike the first
evaluation, the student must decide what approach to take for this evaluation. They
have the option to do it either in writing or in practice. For example, one student can
present a proposal on how to implement non-traditional casting, and another can
present a scene of a Shakespearean play in which he/she practices non-traditional
casting. The learning objective of this evaluation is to demonstrate that the student can
apply a non-traditional casting strategy or categories either theoretically or in practice.
Developing a New Theatre Canon
As part of the third unit, which is dedicated to multicultural education in
theatre, I discuss the importance of an inclusive canon. This is an important aspect of
multicultural education in theatre because the theatre arts are such a hands-on field;
ideally, the implementation of this multicultural education will evolve from the inclass project to actual practice. I model how to include multicultural works in the
canon and how to develop a season of plays. The students then do an in-class group
project in which they design their own small season for a school. Then they select ten
plays and present the list to the class in order to receive feedback from their peers. The
feedback that the student will receive from his/her peers is important because it will
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give the student a different perspective to that of his/her original proposal. This is
important because of the students, at this point, are still developing their cultural
proficiency.
Evaluation #3
The third evaluation is designed for the students to work on the inclusion
aspects of the theatre canon. The students have the option to design their own canon or
play reading list, research a canon or play reading list from different schools, and
either do a presentation or write a paper in which they discuss how inclusive, or not,
these canons or play reading lists are. In all of the options the students must present
statistical evidence concerning the inclusiveness of the canons designed or studied.
This statistical evidence is particularly important because it shows mathematically,
and not in an abstract manner, how inclusive these play reading lists or canons are.
The learning objective of this evaluation is for the student to compile or analyze a
theatre canon in terms of its multicultural inclusivity.
Unit #3: Multicultural Education in Theatre
The third and last unit of the course is designed to teach how to introduce
multiculturalism to theatre education. The unit starts with a definition of multicultural
pedagogy, its importance, and a discussion of why it is important to apply it to theatre
education. As part of the unit there are workshops that cover the basics of pedagogy
and the basics of multicultural education. As part of the basics of pedagogy, the
students become familiar with Bloom’s taxonomy, and learn how to develop learning
objectives for their classes. The unit also discusses how to select inclusive material
and how to apply cultural proficiency to one’s teaching. Furthermore, the discussion
of diverse teaching techniques is explored, as well as the theory of multiple
intelligences. This unit leads the students to develop specific multicultural classes in
theatre. The objective of the third unit is to develop a multicultural sensitivity to
theatre education. The idea behind the third unit is that the student will be able to
apply all of the knowledge acquired in the first two units to theatre education. The first
aspect of the unit is to use the multicultural proficiency concept in order to select a
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season for the school and eventually the new canon of plays or the play reading list for
the department. The students are introduced to the basics of designing a course, such
as creating syllabi and scope-and-sequence documents. The students also learn how to
use these documents in multicultural pedagogy.
Evaluation #4
The fourth evaluation of the course is the evaluation with the most weight. The
reason for this is because this evaluation requires the application of all the knowledge
acquired during the semester. In the third unit the students will either teach or design a
class using the multicultural pedagogy. The design of the class includes creating a
syllabus and a scope-and-sequence document. In the teaching option the students can
decide between teaching a part of their class or recording themselves teaching.
Additionally, the students have the option of writing a paper about multicultural
education in theatre. The learning objective of the fourth evaluation is to devise a
theatre class while using multicultural education.
Evaluation #5: Final Projects
For the final projects the students are encouraged to design their own
evaluations. These evaluations can take a variety of forms approved by the teacher, but
the main idea is that the students use all of their abilities in order to show what they
have learned during the semester. The students can write a paper in which they
examine in detail how to implement two aspects of multiculturalism taught in class.
Furthermore, another option is that they can design a presentation in which they do a
mock-proposal that introduces an aspect of multicultural education to a specific school
or theatre program. The learning objective of this last evaluation is to create a
multicultural theatre program.

Pedagogy of the Class: Analysis in terms of the Theory of Cognitive Types
In this section I will evaluate the pedagogy of the class in terms of the cognitive
types of the students according to Mamchur’s theory of cognitive types. I demonstrate
how to include all types of learning in a class through a variety of teaching methods. It
is important to note that I selected this theory in order to show the application of
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multicultural education, but other theories can be used as well. As I stated in Chapter
III, I recommend that the multicultural educator become acquainted with as many
learning theories as possible in order to gain different perspectives on learning types.
This understanding will help the multicultural educator assess the individuals in the
groups more effectively and, additionally, to design a balanced pedagogy in terms of
how the students learn. Additionally, as educators we also have a learning type, which
means that there are learning theories that will be more suited for our understanding
than others.
Pedagogically, the beginning of the class is very important. The first lessons
set the mood and tone for the rest of the semester. These lessons are important because
the students will learn the dynamics of the classroom and the expectations in terms of
the scope of the semester as a whole. Additionally, the syllabus is discussed in detail
and the breakdown of the units is discussed. The judging learners appreciate having a
set schedule and knowing what the upcoming pedagogical activities, assessments, and
evaluations are.
As part of the first day activities, I collected cards in which the students
provided me their names, nicknames, birthdays, contact information, and their favorite
play. I randomly selected students from the cards and ask them to talk to me about
their favorite play and their reason for choosing it. This allowed the student to talk
about theatre in a casual manner. It also helped to forge connections between the
students if they chose the same favorite play, which happened quite frequently.
Additionally, a list of birthdays is created in order to keep the class in a tight learning
community. By acknowledging someone’s birthday, the student will feel part of the
group. This is beneficial to both the introverted learner, who needs to feel loved, and
the feeling learners, who like a harmonious and a loving environment. Students also
do trust exercises as part of community building. These exercises will be a recurrent
occurrence in class, just as a measure for the learning community to stay in place.
Unit #1: Introduction to Multiculturalism in Terms of the Theory of Cognitive
Types
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The first lessons are taught in a traditional manner in which the students listen
to a traditional lecture. Lectures are best suited for students who are introverted
learners. According to Mamchur’s theory of cognitive types, intuitive learners are
more private beings and prefer to think everything through and will not participate in
class until they feel comfortable with the teacher (16). Lectures will help the
introverted learners to get acquainted with the instructor and the class, while we do
community building and introduce the elements of multiculturalism and the colorblind racism theory. Additionally, the feeling students will also benefit from the
community building exercises as they express themselves best when they feel they are
in a harmonious place, and they value collaboration. The lectures are supported by
PowerPoint presentations that help the sensing learners, who need to see the material
rather than being taught in an abstract manner.
The first lessons include an effective communication workshop, which addresses
the dynamics of the room and how the conversations can take place. Additionally, the
protocol in terms of in-class conversation is put in place. This workshop is ideal for
both the extraverted learner, who will be comfortable with talking in class, but also the
introverted learner, who will be reassured as to how to participate. Additionally, the
sensing learner will be better able understand the dynamics of the room because they
like step-by-step instructions. Lastly, the feeling learners will be made at ease with the
conversations in class because they like a harmonious environment, and the thought of
in-class debates might be daunting to them.
The color-blind racism theory is presented to the students as a workshop. In this
workshop the students are taught Bonilla-Silva’s four frames. Then I apply the colorblind racism four frames to theatre one by one. During this workshop the students are
encouraged to ask questions, and checking for understanding is a priority since the
topic might be considered dense for undergraduate students. This workshop is ideal for
thinking learners because they like to learn in an organized manner, and when they are
part of this type of workshops they feel their learning is more equal (Mamchur 38).
Also, this pedagogical technique is excellent for the introverted learner who prefers a
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less involved type of learning. Finally, the perceiving learner, who needs to be led,
will be encouraged to participate, rather than “hang back” in terms of learning. In the
second part of this section the students will be learn to analyze the color-blind racism
in theatre. The students will be presented with real life situations and apply the colorblind racism theory. This activity addresses the intuitive learner for their preference in
creating hypothesis, the extraverted learner for their preference of a more interactive
manner of learning, and the judging learners who prefer more immediate and direct
feedback.
The theory of microaggressions is presented in two manners. First, there is an
individual learning module that the students have to complete. This learning module is
a PowerPoint presentation in which the students are guided through all of the basic
concepts of the theory of microaggressions. This presentation includes mini-quizzes
questions every time a concept is taught so that the teacher can assess the knowledge
and the student can move on to the next concept. The remarkable aspect of this
pedagogical technique is that the student can work at his or her own pace. The
perceiving learners are the ones that will most benefit from this type of pedagogy
because they will feel as if they are discovering the concepts of microaggressions by
themselves. Also, the sensing learner will benefit from this learning module because
they prefer one-step-at-a-time learning.
During the second part of the microaggressions section the students are given a
paper that they will read and later discuss in class. The paper is Sue & Constantine’s
Racial Microaggressions as Instigators of Difficult Dialogues on Race: Implications
for Student Affairs Educators and Students. This paper specifically talks about how to
detect and avoid microaggressions in the classroom. This paper is included as part of
the reading to set the groundwork for developing a multiculturally sensitive theatre
class. The readings are traditionally suited for both introverted learners and thinking
learners. This teaching technique is suited for the introverted learners because it is a
quiet technique, and the thinking learners because they like independent learning.
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Another reading assigned to the class is included in this dissertation, which is the
section on Developing Aesthetics Awareness (see Chapter III). This section
specifically provides an argument about how we, as theatre educators, must provide
our students with theatre works from diverse writers. Furthermore, the students must
learn to judge those works without imposing their own aesthetics, but rather with the
aesthetics that apply for those works. The students read this paper as homework, and
we will have a roundtable discussion about the statements and theories proposed in it.
If the students were not able do the reading, I as the instructor, will have an alternate
lesson ready in which I will discuss the important points of the essay. Some aspects of
the reading will not be discussed, and the students will be quizzed on the whole
reading. This protocol is put in place in order for the learning objective to be mastered,
but also for the students to learn to be responsible for their assignments. As mentioned
before, readings are appropriate for both introverted learners and thinking learners
because the introverted learners like the quietness of reading, and the thinking learners
like independent learning. The discussions of these readings, on the other hand, are
more appropriate for the extraverted learner because of the interaction with their peers,
and also the intuitive learner because they will explore their own views on the subject.
Suttichujit’s Becoming Culturally Competent: Adapting Education to
Contemporary Social Norms, is a reading in which the students will be given the
specifics on how to become a culturally competent teacher. This paper addresses the
specific dynamics and attitudes that a teacher should have inside and outside the
classroom in order to become culturally competent. Just as with the paper on
aesthetics awareness there will be a roundtable discussion. By the time these
discussions happen the introverted learners should be comfortable enough to
participate. The protocol of conversations and the effective communication workshop
come into play at this moment because the protocol the class will follow has already
been established, which addresses the necessity of a set procedure for the sensing
learner as well. Also, the thinking learner will be satisfied in this set procedure
because they dislike favoritism, and the protocol provides for everybody to have the
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same amount of time expressing themselves fully in the classroom discussions.
After the in-depth discussions of the reading, the students will have a case
study discussion of specific cases in which racial tension is present. The students will
identify if there are any microaggressions, or they can also use the color-blind racism
theory and its frames to identify it and provide possible solutions for the cases. The
student must present a culturally sensitive response, and the other students are
encouraged to give feedback about other students’ responses. This pedagogical
technique is ideal for the intuitive learner, who craves to devise and put in practice
what he/she has already learned. Both perceiving and judging learners must be
reassured that this activity is not a test and just part of the learning activities. The
perceiving and judging learners do not like tests; therefore, they both have options
throughout the class to select different evaluations, and this activity should not feel
like a test in order for them for to participate to their full potential.
Evaluation #1 in Terms of the Theory of Cognitive Types
As mentioned before, the students will have different options in place for them
to be evaluated. These evaluations are designed to eliminate the biases of single
evaluation systems. Even though single evaluation systems might appear fair because
all of the students are being evaluated through the same method, the fact is that
students have different methods in which they learn. Therefore, having a singular
evaluation will be adding a disadvantage to the groups that are not best suited for that
evaluation. For this reason, creating pedagogically equivalent evaluations will
eliminate the biases of single evaluation systems.
The first option of the first evaluation is to write a paper in which they apply the
new racism theories to the theatre. A paper will provide the ideal evaluation for the
introverted learner because they prefer to work on their own. The judging learner will
be likely to prefer this evaluation too because they are more prone to structure. The
second option, the learning module or workshop on new racism in theatre, will be
ideal for the feeling learners who appreciate being part of the group, and the intuitive
learners, who will design their own project and get the variety they need. The last
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option is to do a presentation in which they address the new racism theories as applied
to theatre. These presentations will give the best opportunity to the sensing learners,
who dislike abstract theory, the perceiving learners, who dislike structure, and the
extraverted learners, who are action oriented and are more oral in terms of their
learning tactics.
Unit #2: Non-Traditional Casting in Terms of the Theory of Cognitive Types
The second unit of the course is about non-traditional casting. The class starts
with a brief small-group activity in which the students are asked as a group to define
casting. This group exercise is ideal for the feeling learners, who like collaboration,
and the extraverted learners who will like to share with other students. The class
proceeds with a PowerPoint presentation in which the students are presented with the
history of the Non-Traditional Casting Project. This presentation includes how the
Non-Traditional Casting Project came to be and how they have defined their
categories of non-traditional casting: cross-cultural casting, societal casting,
conceptual casting and blind casting. The presentation is an ideal teaching method for
sensing learners, who like to see and hear information. Also the thinking learners like
presentations because of their logically developed manner of providing information.
The students then watch the movie, Breaking Tradition, produced by the NonTraditional Casting Project. This movie is ideal for the students that belong to the
audio-visual era. Furthermore, the movie appeals to the extraverted, perceiving, and
intuitive learners, in their need for variety, and the sensing learners in their need for
non-theoretical experiences.
Students will then find and research their own examples of non-traditional
casting in theatre and other media. This activity will help students to be able to
indentify examples and non-examples of non-traditional casting. Non-examples are
very important because the casting of a person of color does not necessarily mean that
non-traditional casting is occurring. These examples or non-examples can be brought
as a narrative, a picture, a video, or any other format that the student desires. This will
provide a variety that will keep the students interested. The students will be able to
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practice identifying, when possible, the categories of non-traditional casting that are
being implemented in the examples brought to class. This in-class activity is ideal for
the sensing, extraverted, intuitive, and perceiving learners because the last three like
variety, and the first learns through his/her senses.
The students will have an in-class roundtable discussion of non-traditional
casting practices, and I as an educator will let them express themselves fully, while
making sure the points of inclusion, affirmative action, artistic freedom, and author’s
intent are discussed in the conversation. These four main points are important because
they are the most valid and frequent arguments both in favor and against nontraditional casting practices. The in-class discussions must be structured so the
thinking and judging learners feel comfortable with them. Also, the structure cannot
be a rigid, inflexible conversation because this will prevent perceiving learners from
expressing themselves. Also, the introverted learners will appreciate being part of the
group, but might not participate vocally, like the extraverted learners, but they will be
part of the dynamics of the groups even if it is only by actively listening, which is an
important aspect of their learning approaches.
Evaluation #2 in Terms of the Theory of Cognitive Types
After the students bring their own examples of non-traditional casting in theatre
and other media, it is time for the second evaluation. As before, this evaluation should
cater to all learning types. That is the reason why in multicultural education the
students have options in terms of the method in which they are going to be evaluated.
For this evaluation the first option is to write a paper on non-traditional casting. This
option will be ideal for the introverted learners because they prefer to work on their
own without having someone looking over their shoulder. The thinking learners would
value this evaluation as well because of their preferences for organization. Also, the
judging learners are addressed by this evaluation because they appreciate structure and
a set method of accomplishing tasks.
For the second option the student can do a workshop on a topic of nontraditional casting. This second option will be ideal for students that are intuitive
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learners because they like to be creative and generate their own hypotheses, and this
evaluation allows for that to happen. Another type of learner that benefits from this
option is the feeling learner. The feeling learners like to work in a loving environment
and, by presenting a workshop, they will feel the learning community cares about
them. The third option is for the students to design their own type of presentation. This
option can be ideal for any type of learner because they can design it to the best of
their abilities and type of learning. For example, the thinking or judging learners, who
both prefer a structured manner of operating, can design a step-by-step lesson on how
to implement non-traditional casting. They will naturally design a project in which
they can succeed more easily. Sensing learners prefer to learn in a building block
manner; therefore, this presentation can work for them as well. Furthermore, the
extraverted learner likes to get feedback from both their peers and the instructor, so the
second and third options will work perfectly for them.
Unit #3: Multicultural Education in Theatre in Terms of the Theory of Cognitive
Types
The third unit introduces the concept of multicultural education. The
multicultural education taught in this class is the one described and discussed in detail
in this dissertation. This type of pedagogy sees society as a tossed salad instead of a
melting pot and has balanced inclusion of both content and pedagogical techniques.
This topic is also introduced in a learning module. Learning modules are ideal for
students that are sensing and perceiving learners because they are self-paced and
experience-based. An in-class assessment also re-teaches the most essential elements
of multiculturalism, and then they are applied to education. At this point, it is revealed
to the students that the class they are taking has been taught using multicultural
education; therefore, this type of pedagogy has been modeled during the entire
semester. As part of the lesson, the students will be able to deduce the importance of
multicultural education in theatre and discover the elements of multicultural theatre
education.

91

Texas Tech University, Teddy Alexis Rodríguez-Vélez, May 2013

After the introduction of multicultural education, the student will explore the
basics of teaching. The first lesson includes a workshop and a discussion of the theory
of multiple intelligences and the theory of cognitive types. I will ask the students to
give an opinion on what intelligences should be nurtured in the classroom and then
apply the elements of multiculturalism to these responses. At this point the students
are encouraged to discuss among themselves in small groups. This activity is good for
feeling, perceiving and extraverted learners, who enjoy group activity and a more
social manner of learning. The students should come to the conclusion that all
intelligences are important, and then I explain how that importance is the essence of
multicultural education in which all participants are equally important (tossed salad).
Additionally, as part of the in-class activity the students will apply their knowledge of
the multiple intelligences or theory of cognitive types to do a self-assessment by
identifying the category or categories in which they belong. This will present the
student with the opportunity to have a further understanding of the diversity of
learning types because they will see the difference between the cognitive types and the
intelligences among the students in the classroom.
The students then will explore both in lecture and a PowerPoint presentation
the basics of teaching a class, Bloom’s taxonomy, and how to develop learning
objectives for a class. As an in-class project, the students will be divided into small
groups of three to four students, and they will develop a learning objective for a
specific class. The groups will then present the learning objective in class and receive
feedback. This feedback session will be led by me, but the students are welcome to
talk as well. The main reason for this is that I want to give the student the best
feedback possible. This will benefit both the group presenting and the groups that are
listening to the feedback because they are experiencing the specifics of how to develop
a correct and pedagogically coherent learning objective. These activities are suited for
extraverted learners because they like feedback and the intuitive learner because they
enjoy teaching. The thinking learners will be excited about this activity because of
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their competitive attitude. Additionally, the perceiving learner’s need for exploration
will be satisfied by the group activity.
As previously discussed, it is important for a multicultural theatre education
that there is inclusion in terms of the plays in the reading canon and the season
offering of the school. A lecture on this topic will start with a review of the
racial/ethnic and gender breakdown of the United States of America. The students will
be able to see mathematically that inclusion is a necessity. In order to show the
students how to achieve an inclusive canon I will model the selection of plays. In
modeling the pedagogical technique the instructor will show exactly how to perform
the basics of a specific task. This activity is ideal for the extraverted and sensing
learners who are action-oriented and experience-oriented. The students will practice
designing their own theatre canon of plays. This activity is an in-class group activity in
which they select ten plays and select between just and balanced inclusion. The groups
will present their list of plays and there will be a feedback session. The feedback will
be very beneficial to all of the students because this session will bring to the students’
attention any non-inclusion that the students were not aware of. This activity must be
taken with extra care with the introverted learner because they resent criticism, but if a
caring environment is assured, they will be able to open up to this activity. On the
other hand, this activity is ideal for the feeling learners who feel most comfortable
with collaboration and cooperation in their learning activities.
The students then will participate in a debate that will discuss the difference
between a traditional season and a multicultural season. The students will prepare to
debate the points of one of the sides with another student in class. The introverted and
feeling learners might be uncomfortable with this activity; therefore, they should be
able to do this activity with a partner, and so they can participate fully along with the
other learners. This will provide the students new perspectives for their third
evaluation in which they will work on designing or analyzing inclusive and/or noninclusive theatre canons.
Evaluation #3 in Terms of the Theory of Cognitive Types
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In the third evaluation the student has the option to develop a theatre canon of
at least one hundred plays with balanced inclusion. This evaluation should be a good
fit for introverted learners because of their need for privacy and for the thinking
learners who value organization. As a second option the student can write a paper in
which he/she analyzes in a statistical manner the inclusion or non-inclusion of three
theatre canons of different schools. This second option is ideal for sensing learners
who like to analyze their learning one step at a time. Also, this option is ideal for the
judging learners who like set deadlines and value serious assignments. The third and
last option for this evaluation is to design a presentation in which three theatre canons
are presented and analyzed statistically. This last option is ideal for the extraverted
learners because they love to share their ideas. Another learner that can benefit from
this option is the perceiving learner who prefers the exploration of topics and the
intuitive learner who enjoys teaching his/her peers.
Unit #3: Multicultural Education in Theatre in Terms of the Theory of Cognitive
Types (Continued)
The third unit continues with a lecture on how to select inclusive material for a
multicultural class. This part is essential because the students get to design their own
classes. One of the most important aspects of the inclusive material is that the
instructor has made a conscious effort in order for the inclusion to succeed and also,
that the material on minorities should be written by a person belonging to the group in
order to avoid bias. Additionally, the student will have in-class exercises in which they
will practice selecting inclusive material. These guided practices are beneficial to all
of the students because they will be able to practice before the actual presentation. The
first part of this experience addresses the introverted, intuitive, thinking, and
perceiving learners who find the abstract part of teaching more appealing. The
practical part addresses the extraverted, sensing, feeling, and judging learners.
The students will move on to create learning modules. This activity is
experience based so is better suited for the introverted, perceiving, and sensing
learners. As explained before, a learning module, for the purpose of this dissertation, is
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a self-paced PowerPoint presentation, which the student will work on individually, and
will move from concept to concept once the learning objective has been achieved.
This technique is designed in order for the students to work individually and, usually,
it contains an assessment that allows the student to check for understanding of the
concepts that are being taught. Furthermore, as part of this activity, the students will
learn about diversity in teaching methods. The main reason for this section is for the
students to be able to address the differences between learning types in their classes,
which is one of the important aspects of multicultural education.
The class can then be introduced to the actual multicultural pedagogy. The
instructor will give a lecture that teaches the elements of multicultural education, how
to apply multicultural education in theatre, and how to teach following the principles
of multicultural education. Even though the lecture is ideal for introverted, intuitive,
judging, and thinking learners, as I mentioned before, multicultural education has been
modeled the whole semester, which addressed the experienced-based learners. As part
of this lesson, I will do a demonstration in which I take a traditional theatre class and
transform it with multicultural education. At this point the students will be asked to
start planning their fourth evaluation in which they will design a theatre class using
multicultural education.
In order for the students to be ready for the fourth evaluation they will learn
how to design a syllabus. Creating a syllabus will be taught both through lecture and
in-class guided practice in which they will work through a number of drafts. I will
supervise the process and provide feedback. Similarly, in the lesson on designing
multicultural scope and sequences, the student will first experience a lecture and then
will have a guided practice, and they will work on rough drafts that will get individual
feedback from me. The students can work with others if they so desire and ask me for
feedback on the specifics of their document. Both of these activities, in one way or
another, benefit the learners who prefer learning abstractly (introverted, thinking, and
judging learners) and the hand-on learners (extraverted, sensing, intuitive, feeling and
perceiving learners).
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Evaluation #4 in Terms of the Theory of Cognitive Types
The fourth evaluation is designed for the student to apply multicultural
education in theatre. For the first option the student can write a paper in which they
address multicultural education in theatre. This evaluation should be more appealing
to introverted, thinking, and judging learners. The second option is to either record or
present a workshop in which they teach multiculturalism in theatre or teach theatre
through multiculturalism. The second evaluation should appeal more to the
extraverted, sensing, and intuitive learners. The last option is to design a theatre class
to be taught through multicultural education. This evaluation includes the design of a
syllabus and a scope and sequence. This evaluation is appealing to the perceiving and
intuitive learners.
Evaluation #5 in Terms of the Theory of Cognitive Types
The class will have a last evaluation. The purpose of this evaluation is for the
students to work in groups, if they so desire, in order for them to propose the
implementation of multicultural education to a theatre or theatre program. The
students have the options of writing a paper, which again is a preferable evaluation for
introverted, thinking, and judging learners. On the other hand, they can design a
presentation, which is a preferable evaluation for extraverted, feeling, and sensing
learners. The last option, which is to design their own presentation, will be appealing
for perceiving and intuitive learners who like to be spontaneous and do not like the
pressure of a traditional evaluation. Other types of learners can design this option to
their benefit as well, will be encouraged in class.
It is important to note that the categories of cognitive types developed by
Mamchur are present in the students in a combined form. I utilized the categories in
their pure form in order to illustrate how the pedagogy of the class addresses the
different cognitive types. The purpose of using the categories in this way is that, for
example, a student can be both an introverted and feeling learner, but be more
introverted. For this, it is not enough to have an evaluation that addresses the feeling
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learner and not the introverted. That is the main reason why the selection method is so
important for the success of the multicultural theatre program.

Narrative of the Incidents of the Class
In this section I will discuss the in-class occurrences from the lessons I have taught
as of this writing. I will focus on the questions and discussions that the students had as
an essential part of this course. It is important to note that as a teacher I encourage the
students to fully participate and talk during class. This helped the environment of the
class to be a safer space in which the students could express themselves and
investigate the important topics of multiculturalism in theatre. As I said before, as part
of the activities of the first day of class I distributed a survey. (The full results of the
survey are included in Appendix H.) The survey included a section of open questions.
First I asked the students how they defined multicultural education. Then I asked them
to write a one-sentence definition of multicultural education. Most of the students
seemed to think that multicultural education had to do with the teaching of different
cultures, but only around 10% of the students actually mentioned it as being an actual
type of pedagogy. The importance of this finding is that there is a general
misunderstanding and ignorance in terms of what multicultural education is. As
multicultural educators, we must not only practice multicultural education, but also
promote its meaning and make it known. That is the main reason for why this course is
required in the program I designed, because it is not only taught through multicultural
education, but also teaches how multicultural education works and how to implement
it in theatre education.
The second open question I asked the students in the survey was about what they
thought non-traditional casting was. The answers were varied and, more often than
not, the students mentioned some aspects of what the actual definition of nontraditional casting is. There were some cases in which the students only mentioned the
casting in which the director considers only either race or gender. Some students
referred to non-traditional casting as the opposite of type-casting. Other answers were
limited, such as those of a student who mentioned that non-traditional casting meant
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the casting of only certain races; in some situations this can be true, but it is obviously
not the full potential or definition of the non-traditional casting practice or practices.
This survey gave me an initial understanding of the previous knowledge of the class
in terms of multiculturalism and inclusion in theatre. As I suspected, the students have
a superficial knowledge of the topics that were to be discussed and analyzed in class.
Most of them have heard of terms like non-traditional casting or color-blind racism,
which serves as a base for an in-depth exploration of multiculturalism in theatre. The
important aspect of the class is to promote critical thinking and an awareness of other
cultures that will lead to a better understanding of the issues of multiculturalism in the
theatre arts.
After I taught the lesson that introduced multiculturalism, I talked with a Hispanic
male student who seemed to be confused about his own identity. The student asked
very honestly “what am I?” The student was confused about race and ethnicity.
Together with some of the students, I explained that ethnicity was more specific than
race, and it included, most of the time, nationality and the culture of that group. Race,
on the other hand, only includes those biological features that a predetermined group
of people have (for example, White or Black). Therefore, everybody has both a race
and an ethnicity. After the explanation, the student was still confused about his
newfound identity. As a multicultural educator I was very concerned in terms of how
little attention was given to this student’s identity. This student was in an upper level
theatre course and did not have knowledge about his own race/ethnicity. This was of
concern to me because I wondered how the exploration of identity can occur when
students have never had a simple conversation about their heritage.
After the class in which I introduced multiculturalism, I took the time to discuss
some of the results of the survey provided at the beginning of the semester. I focused
on the question that said “Do you think there are current race inequalities?” and “If
yes, do you think these inequalities apply to theatre?” On the first question 85.7%
answered “yes” and on the second question 61.9% answered “yes.” The discussion
started with students being very timid about expressing their opinions. This shyness
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was expected, since this was the first time that we had had an in-class discussion. The
first student to talk was a White-Hispanic female student, and she said she believed the
disparity in results stemmed from the fact that people associate racial inequalities with
politics and not with education or inclusion. This remark is very important, because as
an educator I am not concerned about the politics of equality, but with the wellbeing
and success of all my students as equal human beings.
A European-American male student said that he had never felt or noticed that
there were any inequalities in theatre because he felt that theatre-makers are usually
culturally sensitive people. He added that it has been his experience that the decisions
about the plays to be performed do not reflect the opinions of those who are
immediately involved, like directors and actors, but rather those of the board of
directors and/or the artistic director of the company. A European-American female
student said that the inequality was in the selection of these plays and not in the
manner in which they were cast. Another Hispanic female student added that she sees
the inequality in theatre when she is in her hometown, a big city in Texas, because she
sees a lot of different cultures in the town, but when she goes to the theatre district she
sees plays by Shakespeare and Tennessee Williams, and the other groups present in
the city are not being represented or included in the theatre offerings. All of these
points are very important because the students have noticed that there are certain
inequalities in society, but from their opinions it seems that they feel powerless
because they cannot change the plays that are being produced by these companies. It is
my role to teach them that as future theatre-makers they are the ones with the power to
achieve inclusion if they wish to do so.
Interestingly, another student said that because a director did not cast a minority
in a role it did not mean that he/she was a racist, but that he/she was executing his/her
right to artistic freedom. A female European-American student replied to his remarks
saying that “some directors have shows pre-cast, and it is very evident in the audition
process.” I interceded and asked a female Hispanic student what her opinion was on
the matter, to which she replied, “I think when directors have a preconceived notion of
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a character, including the race, it shows a lack of professionalism.” Another EuropeanAmerican female student said that it is also important that the actor can become that
character, and not how the actor looks like the character. She added that it is important
to know that we all have biases, and those biases rule our decisions. Her remark is
evidence that the biases that both Sue Wing and Bonilla-Silva talk about in terms of
race relationships in the present day are still part of our everyday lives.
After introducing the color-blind racism theory and giving some examples of
how the theory applies to the theatre, the students could not wait to express themselves
and ask questions about the theory. One of the European-American male students told
the room that there was certain validity in not casting certain races in specific roles
where the race is intrinsic to the story. Most of the room agreed with his statement. A
Hispanic female student said that she has experienced some gender non-inclusion in
terms of the quantity of plays produced that are written by women and the quantity of
roles for women. She added that it has been her experience that there are far more
women auditioning for fewer roles; men have more roles to audition for when there
are fewer of them. She also added that the situation made her feel frustrated because
she wanted to participate in these plays being produced at her school.
During this conversation about color-blind racism, I decided to ask one of the
students who had not participated in the conversations about his impressions of the
color-blind racism theory. He is a European-American male student and he said that
he has been thinking a lot about the topics in class. He was still thinking about how, in
his directing class, the plays are referred to as the blank canvas of the director;
therefore, why would he have to cast in a certain way, to not look racist or biased? He
added, “but like Bonilla-Silva says, color-blind racism is like a virus, it is pliable and
hard to detect,” so he was debating in his head because he understood both sides of the
coin. I replied that was the importance of the class, to have these conversations and to
question our current practices to become aware of how we behave and avoid biased
behavior.
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In order to continue with the color-blind racism theory conversation, I brought
up a question. I told the students I wanted them to think about what auditioning is and
what its purpose is. They replied that auditioning is the equivalent of applying for a
job. Then I asked, what would you think if an employer said they could not hire you
because of your race/ethnicity? The initial response was very mixed. Some of the
students seemed to have no problem with an employer looking exclusively for an
employee of a certain race or gender. Some of the students interjected and said that
what if the place hiring wanted to “keep a certain theme” or were “going for a certain
look.” Some of the students seemed to agree with these statements. Other students
said: “though I understand if the restaurant has a certain theme, there is something to
that… that just doesn’t seem right to me.” Most of the students did agree that in fact,
this has happened to them when they apply for a job, and they do not or do get hired
because of either their race/ethnicity or gender.
For the next activity the students had to read Derald Sue Wing et al.’s paper
called Microaggressions in Everyday Life: Race, Gender, and Sexual Orientation. I
asked the student to read the paper thoroughly, and bring thoughts and critical
opinions about it to class. The conversation started with one of the EuropeanAmerican male students saying that he thought the theory was very strong and that it
fit very well with the color-blind racism theory. Another European-American male
student added that he thought that the microaggressions theory paints the current
situation of the U.S.A. very well. Also, he thought everybody stereotypes and that it is
part of the problem. After that, I asked what the three types of microaggressions were
and asked the students to give me an example of each in order to check for
understanding. At this point all of the students were able to identify all of the
categories correctly and provide a good example of each as well. The conversation
included examples of microaggressions in the student’s lives. All of the students
seemed to have experienced or seen, at some point or another, some type of
microaggressions.

A student pointed out that there is a fine line between just

interacting and being racist. This conversation was very important for the cause of
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multiculturalism because all of the students have witnessed microaggressions. The
next step is to apply this theory to the theatre and discover a methodology in which all
types of microaggressions can be avoided.
At this point, it was obvious to me that the seed of multiculturalism was
planted in the students’ brains. Obviously, there was still a lot of work and exploration
to be done, but compared to their stands at the beginning of the class, in which close to
half of the students believed that there are no inequalities in the theatre arts, the class
has already embarked on the road towards multiculturalism. The fact that most of the
students were having an internal debate on the current theatre inclusion and casting
practices is remarkable. The class still has the exploration of non-traditional casting
and multicultural education in the theatre arts ahead of them as of this writing; at that
time the students will have the opportunity to do in-depth research on inclusion in
theatre and how to achieve it.
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CHAPTER VI
CONCLUSIONS
The problem that this dissertation addresses is how to achieve an all-inclusive
educational curriculum in the theatre arts. The pedagogy I used in order to solve the
problem is called multicultural education, and it is used to design a curriculum for the
Commonwealth of Puerto Rico. The island of Puerto Rico presents a culture that
includes the heritage from the natives of the island: the pre-Taíno, Taíno, Ingeri and
Arawak Indians, the Spanish conquistadors, the African slaves, and the American
invaders. The methodology I used was to first study Puerto Rican cultural
development and how it helped shape the theatre arts. Second, I carefully selected the
content of the curriculum. The selection of content was done keeping an inclusive
attitude while exploring Puerto Rican identity. The third phase of the project was to
develop a methodology for the implementation of the pedagogy. The result of this
methodology is included in nineteen syllabi, three scopes and sequences, a new
mission statement, and a new educational philosophy for the school. The fourth phase
of the project was to develop non-traditional casting practices for this educational
program. As a result, I developed casting guidelines and suggested a multicultural
season offering. The fifth and last phase of this project was the implementation of the
multicultural pedagogy in a theatre course. The class in which I implemented
multicultural pedagogy was Issues of Multiculturalism in Theatre. The nature of this
class is included as a narrative in Chapter V.
The importance of this project is that it provides, instead of an argument for
why the inclusion of all people is important in theatre, a method for this inclusion to
occur in the classroom. As an educator of color, I am concerned about the latent
absence of minorities in the theatre education curriculum, especially people of color.
The scope of this study is not limited by the application of the program to the
Commonwealth of Puerto Rico. The methodology of this pedagogy can be used as a
blank template to be applied to any theatre program. The reason for this is that
multicultural education is designed to embrace the cultural sensitivities that will
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provide the flexibility to adapt to any curriculum or educational institution with any
cultural breakdown. In theory, this pedagogy can work anywhere, but there has to be
an effort in order to achieve curricular inclusion.
As an educator of many different subjects, I am specifically concerned with
theatre education. In theatre education, unlike many other subjects, the content deals
with the stories of humanity. As an undergraduate theatre student I myself struggled to
connect with the content of various classes because I could not relate to the stories
being told there. By the time I graduated I realized I could not relate because my own
identity was not part of the stories studied in class. For example, the professors would
discuss works by William Shakespeare or Tennessee Williams, neither of whom had
similar lives to mine. The lack of class content relevant to my life planted a seed that
would later become the driving force behind my research. As a student of color, I felt
like I had to put a lot of effort into grasping the material even though I was considered
an academically outstanding student. This effort came from the content of the classes
in which people of color were notoriously absent. This is the reason for this project in
which I designed pedagogy in order to achieve balanced curricular inclusion.
I have found during both the research and the implementation aspects of this
project that to achieve inclusion there has to be a conscious effort on the part of all
involved parties. According to the previous discussions about race and the new
theories on racism, ignoring the disparities present in society will lead to the
preservation of the status quo. In terms of the theatre education scenario, the issue of
inclusion concerns both the curriculum and pedagogical methods. The solution I
propose is multicultural education. Presently, multicultural education seems to be the
most serious solution to curricular inclusion. The reason for this is that multicultural
education provides a program that assures inclusion and at the same time is sensitive
to the changes of society. Multicultural education is sensitive to changes because it
treats society as a tossed salad in which all of the elements are equally important. This
sensibility leads to the very needed inclusion and to identity exploration, which is so
essential in theatre education.

104

Texas Tech University, Teddy Alexis Rodríguez-Vélez, May 2013

As educators we are responsible for communicating to our students and
audiences that there are many types of theatre and people. Educators must include
their students’ cultural history and their contributions to theatre. It is a matter of fair
inclusion. That is why it is imperative to stress during all educational experiences that
aesthetics are not permanent, and they can change from individual to individual.
Additionally, even though we as individuals will have aesthetics of our own, students
should have the sensibilities to understand others’ aesthetics. Rigid aesthetics lead to
prejudice, and prejudice creates biases that cause omission of minority groups. As
educators we must make every effort to ensure there are no biases in our instruction
methods, and especially in our evaluation methods. Biases are difficult to avoid if the
educator does not fully understand them. They start with underrepresentation of
minorities in the curriculum; therefore, the representation of groups in the curriculum
should be balanced. When the content of the curriculum has more representation by
certain groups, this will make it more difficult for other groups to grasp the material.
For example, if in the class “The Introduction to Acting” an African American student
was asked to play the role of an African American it would be easier for him/her to
learn the basics of acting, instead of playing a role from another race or ethnicity,
which is a more advanced technique. In terms of content, it is not enough to glance
over minorities’ material and call the curriculum inclusive. In other words, it is quite
common for educators to include a small section (usually one lesson) of minority
works in their class in order to call the class inclusive. By adding activities where
students of various ethnicities and cultures work on their self-understanding, an
educator can develop empathy for other groups. Also, in-depth discussions of cultural
differences can greatly enrich educational experiences.
These discussions of cultural differences are essential in the discovery of the
student’s identity. Roberto Ramos-Perea says in his article Nueva Dramaturgia
Puertorriqueña that no playwright can grow up in a world that is not his/hers (64).
Ramos-Perea’s statement is true for all other theatre practitioners as well.
Multicultural pedagogy provides an environment where theatre practitioners can
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explore their identities and differences. That is where the strength of a multicultural
program resides: it is inclusive in all aspects. The inclusiveness is evident in both the
content and the pedagogical methods. Furthermore, these discussions and explorations
are part of the cultural exchange that helps this pedagogy in terms of exploring other
cultures. Multicultural education allows for the unique world of the student to be
explored and discovered.
It is important to stress that, according to the color-blind racism and other new
racism theories, the discussions about race and other cultural differences are essential
in solving inequality in both the classroom and in society. As part of developing
students that are culturally competent, they must have and be part of discussions about
cultural differences. These discussions will lead students to critically think in terms of
cultural difference and achieve true multicultural sensitivity in all of their practices,
including theatre. In order for this education to have an effect that extends outside the
classroom (and the school), discussions must occur that provoke thought about social
justice, as well as the desire to practice multiculturalism.
As mentioned before, the philosophy of multicultural education is that societies
are instead of a melting pot. In this all of the elements are a tossed salad equally
important, and this attitude is what leads to a sense of social justice. Moreover, by
treating society as a tossed salad in the curriculum, the achievement gap problem is
addressed. Because the tossed salad mentality eliminates the biases inherent in the
melting pot mentality. This change of mentality is the first step towards becoming a
culturally responsive teacher, as part of being culturally responsive is letting students
have conversations about their concerns and thoughts about cultural differences.
Furthermore, the study of how to achieve inclusiveness and the study of diverse
cultures are essential to the development of cultural responsiveness.
Inclusiveness is achieved by addressing the students’ differences, including
cognitive differences. The recommendation is, as a multicultural educator, to get
acquainted with as many learning theories as possible. This will help the educator to
address the different learning styles and abilities equally. As an educator knows more
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learning theories, he/she will be able to design the teaching methods to serve all
learning abilities equally. Furthermore, this knowledge will also help the educator in
designing courses that are more pedagogically efficient. Additionally, this will help in
keeping up with the changes that multicultural pedagogy must make in order to adapt
to a changing cultural landscape.
Additionally, I found that it is important to maintain some flexibility in terms
of the day-to-day logistics of the classroom. While there should be a designed syllabus
that is pedagogically devised to achieve the learning objectives, the educator must also
be sensible as to which aspects are working and which need to be redesigned or finetuned from activity to activity. This fine-tuning allows for an interactive curriculum
that caters to the strengths of the students and capitalizes on the maximum potential of
multicultural education and the students. This does not translate into compromising
the learning objectives; it means to pedagogically cater to all the students equally,
which is the main goal of multicultural education.
Another important aspect of the multicultural sensibilities that are developed
by this program is the implementation of non-traditional casting. Non-traditional
casting has to be one cornerstone of the school’s policies. Non-traditional casting
needs to go hand in hand with the inclusion of multicultural plays to be produced by
the school. Non-traditional casting and multicultural plays are necessary because they
are an extension of multicultural practices. The practices of non-traditional casting and
multicultural inclusion in play production have to be part of multicultural policies in
order to create a cohesive multicultural school. Moreover, a yearly non-traditional
casting workshop is recommended to provide the directors with the tools to practice
non-traditional casting in a responsible and culturally responsive manner.
As part of these policies, I also recommend two positions, the non-traditional
casting advisor and the multicultural education facilitator. The non-traditional casting
advisor is a position designed to oversee the casting practices along with the
multicultural sensibilities of the school. The multicultural education facilitator also
watches over the multicultural sensibilities, but in terms of the implementation of the
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pedagogy. These two positions are important because they will give support to the
staff of the school in maintaining a true multicultural curriculum. Even though these
two positions are keys to the maintenance of a true multicultural education, the faculty
as a whole must be completely committed to this pedagogy as well, because they are
in the trenches of the day-to-day battle in achieving multiculturalism in the classroom.
In terms of the Commonwealth of Puerto Rico, the island provides a
hypothetical scenario in order to apply the multicultural pedagogy. It was shown in
this dissertation that it is possible to utilize multicultural education for a theatre
program. In the pedagogy designed for Puerto Rico I showed how to be inclusive in
terms of both content and pedagogy. The methodology in which I achieved this
program was to first, study the multicultural pedagogy theories, second, study the
history of Puerto Rico and Puerto Rican theatre, third, devise a theatre program for the
Puerto Rican people, and finally, apply the multicultural pedagogy to Puerto Rican
theatre education. In terms of pedagogy, the more variation there is in terms of the
teaching methods and the evaluation methods, the more likely it is that all of the
students are addressed equally.
Furthermore, in terms of evaluations, I devised a method I call the selection
method in which the students will select the way in which they will be evaluated.
These evaluation options should be predetermined and pedagogically equivalent. On
the other hand, in terms of content, there has to be a careful selection of the material in
order to achieve true inclusiveness. All previous research, as well as the research for
this dissertation, points out that content inclusion must be balanced and equal. In other
words, if we are designing a “Script Analysis” class, the plays discussed should be
equally distributed between all the groups that constitute society.
Apart from the matter of inclusion, the benefits of multicultural education in
the classroom are many. For example, multicultural education provides for a pedagogy
that is constantly evolving. This is not only beneficial, but also necessary in education.
The constant evaluation of a curriculum is necessary to prevent it from becoming
obsolete and outdated. Also, multicultural education provides the students with
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additional avenues in which learning can take place; it eradicates the biases of
traditional education in terms of singular learning methods. Moreover, multicultural
education also makes sure that the students will be culturally sensible, which is an
achievement that very few educational programs can claim.
As educators we must maintain both cultural and technological competence.
During my experience teaching the class “Issues of Multiculturalism in Theatre,” I
have found that the best way to keep up with current events is to be technologically
competent. Technological competence gives the educator additional tools to keep up
with the younger students, and to acquire the latest information on the subject being
taught and how the various subjects affect each student uniquely. Furthermore,
technological competence broadens the options for materials an instructor can use in
the classroom. Some examples of how technology can help an educator are the
audio/visual material available on the Internet as great tools for teaching. Also, there
are many forums and blogs where multicultural educators share their experiences and
even material. These online tools can help an educator acquire newer material and
different perspectives on multicultural teaching. For example, an educator can sign up
for an alert in a search engine on a specific subject or multicultural practice, and they
would be informed every time that a new work is being published on the Internet. That
way an educator can have the most recent information in terms of both the subjects
and multicultural practices.
The next step of this project would be to implement the program school wide.
The findings of the multicultural class (included in Chapter V) give an idea of how
this implementation will occur. On the other hand, there are aspects of this proposal
that still need to be explored, like the implementation of the non-traditional casting
policies and the school-wide policies on multiculturalism. A school-wide
implementation of a multicultural program, much like any other program, will require
vast work and commitment, but if the school is committed to diversity in a way that
surpasses that of increasing the size of the student population, an effort is required. In
order to eradicate the achievement gap between minorities and non-minority students,
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an effort must be made. It is not enough to bring minorities to school, and then not
follow up on their progress there. As educators we must be committed to the success
of each and every one of our students. As the argument in this dissertation provides,
not including the student’s identity can be detrimental to the educational process of the
student. Furthermore, the student’s identity becomes more essential in the specific
case of theatre education.
The benefits of a theatre program that has multicultural approaches are many.
First and most obvious are the benefits from inclusion. Second, there is an aspect of
social justice and “leveling the field” for all of the students. As a result, there should
be a reduction in the achievement gap. The reduction of the achievement gap should
create an increase in retention numbers. Additionally, in a theatre program, the nontraditional casting policies would also help the retention numbers. As minority actors
see a real opportunity to be cast in any role, and get a complete training, they will not
drop out of the program. The most important benefit from this type of pedagogy is that
it provides a methodical system that is both fair and specialized for the students as
individuals. Furthermore, this type of pedagogy also provides the flexibility for the
curriculum to keep up with the changes of society and remains relevant and updated.
The manner in which the curriculum will remain relevant and updated is that
the school must have a yearly workshop in which the multicultural education
techniques will be examined and assessed. The school must be interested in assessing
their retention, and particularly the performance, of the students in the different
subjects. The yearly assessment by the school will provide information about what
methods and policies are succeeding. Another way in which the school can be
assessed is to verify the multicultural knowledge of students during class.
Furthermore, the students become part of these workshops when they are classified as
upper class. The participation of the students will assure that the seed of
multiculturalism is planted in the students for use in their future endeavors. The
constant questioning and workshopping of these policies will provide for a healthy
evolution of the program and its pedagogy.
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Apart from the putative benefits of multicultural education, there are added
benefits from this type of education. As I mentioned before, there is an aspect of social
justice inherent in this pedagogy. The reason for this is that during this type of
program the students will experience the lives and stories of other groups, developing
an understanding of other cultures, which leads to the concept of social justice because
the students become aware of cultural differences. Another benefit of a multicultural
pedagogy is the development of aesthetics awareness. Aesthetics awareness is
important because it allows the student to understand the value of different types of
theatre. Aesthetics awareness is one of the maximum expressions of cultural
sensitivity in theatre. Additionally, aesthetics awareness allows the students to later
implement multicultural practices in their own theatre practices.
The matter of non-traditional casting is an ongoing battle that as multicultural
educators we must take on. It is still very alarming to me that the academic works
about non-traditional casting are very few. Additionally, it seems as if the nontraditional casting initiatives in the present day are primarily theoretical, and very few
schools and theatre companies are practicing them. Non-traditional casting practices
not only will ensure that all actors are considered for all roles, but also that they are
fairly cast. If we imagine going to a job interview in which only people of certain race
can be considered, as culturally sensitive people, we would be outraged. This analogy
applies to the theatre as well, so why, as educators, do the current casting practices not
outrage us? The current practices are commonly racist and prejudiced, and that does
not suggest the presence of the multicultural sensitivities that a diverse culture should
have.
The inclusion of minorities is important at all levels when a multicultural
pedagogy is implemented. In terms of curriculum we mentioned both balanced
inclusion of content and pedagogy. In terms of casting the solution is non-traditional
casting. In terms of the school’s season I propose two possible ways in which to
achieve inclusion. First, I suggest that, to achieve inclusion in terms of the plays
offered by the school, there needs to be balance between the quantities of the plays
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written by minority writers and non-minority writers. The second option is to have a
separate season in which minority writers are showcased. The second option presents
the opportunity for a traditional/canonical season as well as a season that will be
multicultural. (I must clarify that both seasons should be given the same amount of
funding and support.) Obviously, we as multicultural educators do not want to support
a season that promotes inequality, as the purpose of this type of education is to bring
balanced inclusion, and promote social justice and equality.
The multicultural pedagogy is designed in order to improve on most of the
types of pedagogies which, while they take into account, to some extent, different
abilities, other differences like gender, sexual orientation or ethnicity are ignored. As
presented through detailed syllabi, multicultural pedagogy can be used in theatre
education without having to compromise the expected skills that theatre undergraduate
students should acquire. This dissertation provides a document that puts to rest the
argument that including minority groups and their works in theatre education can
dilute the learning outcomes of theatre education. The inclusion that this program
provides is balanced inclusion, which is defined as an equal representation of all
groups. Inclusion of this program is achieved while having a strong and competitive
theatre curriculum.
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APPENDIX A
REPRESENTATIVE PUERTO RICAN PLAYS

1.
2.
3.
4.
5.
6.
7.
8.
9.
10.
11.
12.
13.
14.
15.
16.
17.
18.
19.
20.
21.
22.
23.
24.
25.
26.
27.
28.
29.

Play Title
Areytos*
Sainetes*
Manifiesto al Pueblo de Venezuela*
Triunfo del Trono y Lealtad
Puertorriqueña
Mucén o el Triunfo del Patriotismo
La Arrogante Gullerón, Reina de
Naugán, Tragedia China en cinco
Actos*
Los Deudos Rivales
La Juega de Gallos o el Negro Bozal
En Crisis
Roberto D’vreux
La Cruz del Morro
La Botijuela
Hacer bien al Enemigo es Imponerle el
Mejor Castigo
¡Misterios del Corazón!
Amor Ideal
La Cuarterona
Héroe y Mártir
Ernesto Lefervre o El Triunfo del
Talento
La Nieta del Proscripto o La Ninfa del
Proscrito*
El Hijo del Amor
En Demonio son los Celos o
Matrimonio a Oscuras
La Leyenda de los Veinte Años
Abnegación y Sacrificio
La Vuelta al Hogar
Don Nuño Tiburcio de Pereira
Un Jíbaro
Una Jíbara
Amor a la Pompadour
Flor de Noche
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Author(s)
Collective
Lorenzo de Ángulo (actor)
Anonymous
Pedro Tomás de Córdova

Year
(?)
1747
1811
1824

Celedonio Luis Nebot
José Simón Romero Navarro

1833
1834

Carmen Hernández de Araujo
Ramón C.F. Caballero
Narciso Serra
Alejandro Tapia y Rivera
María Bibiana Benítez
Ramón Emeterio Betances
Carmen Hernández Araujo

1846
1852
1854
1856
1862
1862
1863

Angelina Martínez de Lafuente
Carmen Hernández Araujo
Alejandro Tapia y Rivera
Salvador Brau
Eleuterio Derkes

1865
1866
1867
1871
1872

Eleuterio Derkes

1872

Ramón Marín
Manuel Zeno Gandía

1872
1873

Alejandro Tapia y Rivera
Carmen Bozello y Guzmán
Salvador Brau
Eleuterio Derkes
Ramón Méndez Quiñonez
Ramón Méndez Quiñonez
Rafael E. Escalona
Rafael E. Escalona

1874
1876
1877
1877
1878
1878
1879
1881

30.

58.
59.

Dios en todas Partes o un Verso de
Echegaray
Los Jíbaros Progresistas o La Feria de
Ponce
La parte del León
Tío Fele
Un Matrimonio al Vapor
Me Saqué la Lotería
Los Horrores del Triunfo
Mis Amores
¿Quién Preside?
El Tirano de su Anhelo
Verán Ustedes o la Suerte de un
Jugador*
Vice-versa
Fernando y María
Cosas del Día
La Realidad de un Sueño
La Fuerza del Destino
¡Conflicto Monetario!
Los Amantes Desgraciados
El Bastardo*
La Víctima de los Celos
El Vengador
El Proceso del 1899
El Señorito Pepe*
El Hijo de la Verdulera
La Emancipación del Obrero
Deshonra y Muerte o El Rescate del
Honor
Influencia de las Ideas Modernas
Matrimonio sin Amor, con
Consecuencia el Adulterio
En el Campo: Amor Libre
Redención

60.
61.
62.
63.
64.

P.L.L. *
Tragedia Taína
Futuro
Tres Banderas
Don Pepe

65.
66.

El Grito de Lares
El Poder del Obrero

31.
32.
33.
34.
35.
36.
37.
38.
39.
40.
41.
42.
43.
44.
45.
46.
47.
48.
49.
50.
51.
52.
53.
54.
55.
56.
57.
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Francisco Álvarez Marrero

1881

Ramón Méndez Quiñonez

1882

Alejandro Tapia y Rivera
Eleuterio Derkes
Francisco Irizarry
Manuel Alonso Pizarro
Salvador Brau
Anonymous
Eugenio María de Hostos
José Ramos y Brans
Tomás Carrión Maduro

1882
1883
1885
1887
1887
1887
1888
1889
1890

Luis A. Torregrosa
Manuel Alonso Pizarro
Manuel Alonso Pizarro
Carlos Casanova Duperroy
Emilio del Toro Cuebas
Eugenio Bonilla Cuevas
Manuel Alonso Pizzarro
José González Quiara
Arturo Más Miranda
José González Quiara
Antonio Álvarez et al
Francisco López Sánchez
Manuel Alonso Pizarro
Ramón Romero Rosa
Matos Bernier

1891
1892
1892
1892
1893
1894
1894
1895
1897
1897
1899
1900
1902
1903
1905

Luisa Capetillo
Luisa Capetillo

1905
1906

Luisa Capetillo
José Limón de Arce
(aka Edmundo Dantés)
Jacinto Texidor
S.A. Giordani
Enrique Plaza
Eugenio Astol
Jesús M. Amadeo
Antonmarchi
Luis Lloréns Torres
Antonio Millán

1906
1906
1907
1906
1911
1912
1913
1914
1916

67.
68.
69.
70.
71.
72.
73.
74.
75.
76.
77.
78.
79.
80.
81.

Despunta el Alba
El Águila y la Estrella
Tabaré
Una Huelga Escolar
Pelucín, el Limpiabotas o la Obra del
Sistema Capitalista
El Héroe Galopante
Moncho Reyes
El Batey
La Estatua de Colón*
La Agonía Antillana
Un Hombre de Cuarenta Años
Por mi Tierra y por mi Dama
Juan Ponce de León

82.
83.

Cuando Termina el Amor
Los Hipócritas: Comedia Dramática
Social
El héroe Galopante
Se Necesita un Guapo

84.

Nobleza Negra

85.

Hay una Vacante en la U.P.R.

86.
87.
88.
89.
90.
91.
92.
93.
94.
95.
96.
97.
98.

El Clamor de los Surcos
Tiempo Muerto
Esta Noche Juega el Jóker
He Vuelto a Buscarla
Diplo p’alcalde
La Hacienda de los Cuatro Vientos
Negro no Come Negro
La Carreta
Mosquilandia
La Resentida
El Afro Antillano
Al Final de la Calle
Santa Clo’ Va a la Cuchilla: Basado en
Cuento de Abelardo Díaz Alfaro
Medusas en la Bahía
El Huésped
La Hacienda de los Cuatro Vientos
Vejigantes
Un Niño Azul para esa Sombra

99.
100.
101.
102.
103.
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Luis Muñoz Marín
José Guillermo Torres
Rafael Martínez Álvarez
Magdaleno González
Magdaleno González

1917
1918
1919
1920
1920

Nemesio Canales
Gonzalo O’Neill
Juan B. Huyke
Ángel M. Torregosa
Juan B. Huyke
Antonio Coll y Vidal
Matías González García
José Ramírez Santibáñez y
Carlos Noriega Carreras
Miguel Ángel Yumet
Franca de Armiño

1923
1923
1926
1926
1928
1928
1929
1929

Nemesio Canales
Ramón Rivero
(aka Diplo)
José Luis Torregrosa y
Farándula Bohemia
José Luis Torregrosa y
Farándula Bohemia
Manuel Méndez Ballester
Manuel Méndez Ballester
Fernando Sierra Berdecía
Martha Lomar
José Luis Torregosa
Emilio S. Belaval
Antonio Castel
René Marqués
Eliseo Combas Guerra
Enrique Laguerre
Zora Moreno
Gerald Paul Marín
Héctor Rodríguez

1935
1937

Francisco Arriví
Pedro Juan Soto
Emilio S. Belaval
Francisco Arriví
René Marqués

1956
1956
1958
1958
1958

1930
1933

1937
1937
1938
1938
1939
1939
1940
1940
1940
1940
1941
1944
1949
1950
1950(?)

104.
105.
106.
107.
108.
109.
110.
111.
112.
113.
114.
115.
116.
117.
118.
119.
120.
121.
122.
123.
124.
125.
126.
127.
128.
129.
130.
131.
132.
133.
134.
135.
136.
137.
138.
139.
140.
141.
142.
143.
144.

Sirena
Carnaval afuera, Carnaval adentro
Los Soles Truncos
De Tanto Caminar
Cristal Roto en el Tiempo
Sol 13, Interior
El Cielo se Rindió al Amanecer
Absurdos en Soledad
Eugenia Victoria Herrera
Todos los Ruiseñores Cantan
Bienvenido, Don Goyito
La Difícil Esperanza
La Pasión según Antígona Pérez
La Tumba del Jíbaro
La Vida Nueva
La Historia de un Hombre que dijo que
no
El Cemí en el Palacio de Jarlem
El Rompecabezas
Gloria, la Bolitera
Pipo Sumway no Sabe Reír
A Puño Cerrado
La Descomposición de César Sánchez
Puerto Rico Fuá
Doce Paredes Negras
El Chou de la Hora Cero
Ya Los Perros no se Amarran con
Longaniza
Culebra U.S.A.
La Ventana
Collage para un Teatro Total
Un Patriota y Un Pirata: Román
Baldorioty de Castrt, Roberto Cofresí
Puerta Adentro
El Ídolo
Mon dongo: Salsa Musical
Dime Que Yo te Diré
Cinco Sueños en Blanco y Negro
En la Manigua Alzado
La Pulga
La Plena Murió en Maragüez
Con Machete en Mano
Cadencia en el País de las Maravillas
En Boca de Mujer
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Francisco Arriví
René Marqués
René Marqués
Piri Fernández de Lewis
Myrna Casas
Luis Rafael Sánchez
Edmundo Rivera Álvarez
Myrna Casas
Myrna Casas
Luis Rechani Agrait
Manuel Méndez Ballester
Ana Inés Bonnin Armstrong
Luis Rafael Sanchez
Lydia Milagros González
El Tajo de Alacrán
Lydia Milagros González

1959
1960
1958
1960
1960
1961
1963
1963
1964
1964
1965
1965
1968
1968
1969
1969

Pedro Santaliz
Clara Cuevas
Lydia Milagros González
Jaime Carrero
Colectivo Nacional de Teatro
Walter Rodríguez
Carlos Ferral
Juan González Bonilla
Teatro Moriviví
José L. Ramos y Jorge
Rodríguez
Lylel González
Juan Torres Alonso
Antonio Ramírez Córdoba
Isabel Cuchi Coll

1969
1970
1971
1971
1972
1973
1973
1973
1973
1973

Agustina Ramírez
Agustina Ramírez
Ramón Ramírez
Zora Moreno
Jacobo Morales
Gilda Navarra
La Rueda Roja
Juan González Bonilla
Zora Moreno
Pedro Santaliz
Coquí González

1975
1975
1975
1975
1975
197?
1976
1976
1976
1976
1978

1973
1973
1973
1974

145.
146.
147.
148.
149.

Aquella, la Otra, Éste y Aquél
La Santa Noche del Sábado
Tres Antillas, Tres Caminos
El Gran Pinche
En Caso que Hayas Considerado la
Alternativa de que el Verde se
Encuentre en el más Allá
150. Las Once en Punto y Sereno
151. Cuentos, Cuentos y más Cuentos
152. La Verdadera Historia de Pedro Navaja
153. Anastasia (Coquí Corihundo Vira el
Mundo)
154. Salí del Caserío
155. Ese Punto de Vista
156. Un Día en la Plaza
157. Cortaron a Elena
158. Nadorcito
159. Revolución en el Infierno
160. Estampas de Mujer
161. La Gran Convención
162. Brujilla
163. El Ay Amor y el Interés
164. Rejum-reja-mujer-rejum
165. Adoquines: Acordanzas de San Juan
166. El Bosque Encantado
167. Foto-estéticas
168.
169.
170.
171.
172.
173.
174.
175.
176.
177.
178.
179.
180.
181.
182.

Papo Impala está Quitao
Corrupción
Paseo al Atardecer
La Casa de los Inmortales
Camándula
Quíntuples
Mascarada
Las Horas de los Dioses Nocturnos
Malén
Malasangre: La Nueva Emigración
La Obsesión de María
SIDA 1996
El Gran Circo Eucraniano
Tiempo Siniestro
Flor de Presidio
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Jacobo Morales
Luis Torres Nadal
Piri Fernández de Lewis
Flora Pérez Garay
Aleyda Morales

1978
1978
1979
1979
1979

Luis Torres Nadal
Gerald Paul Marín
Pablo Cabrera; Teatro del
Sesenta
Zora Moreno

1979
1979
1980

Ramón ‘Moncho’ Conde
Roberto Ramos-Perea
Ubaldo Santiago
Teresa Marichal
Rosita Marrero
Roberto Ramos-Perea
Aleyda Morales
Gesty Córdova
Rosita Marrero
Flora Pérez Garay
Teresa Marichal
Taller de Histriones
Mirelsa Modesti
Teatreros Ambulantes; Rosa
Luisa Márques y Antonio
Martorell
José Antonio Ramos
Carlos Canales
Teresa Marichal
Carlos Canales
Roberto Ramos-Perea
Luis Rafael Sánchez
José Luis Ramos Escobar
Teresa Marichal
Josefina Maldonado
Roberto Ramos-Perea
Aleyda Morales
Walter Rodríguez
Myrna Casas
Carlos Canales
Juan González Bonilla

1981
1981
1981
1982
1982
1982
1983
1983
1983
1984
1984
1984
1984
1984

1981

1984
1984
1984
1985
1985
1985
1985
1986
1986
1987
1987
1987
1988
1988
1989

183.
184.
185.
186.
187.
188.
189.
190.
191.
192.
193.
194.
195.
196.
197.
198.
199.
200.
201.

203.
204.
205.

El Cisne de Cristal
La Primera Dama
Boy George se está Dejando Barba
Miénteme Más
Prisión de Remordimiento
Historia de Ananda
Marisol
Margie
P*E*P*E*
Palacios de Cartón
Aló Quién Llama
You don’t Look Like
El Olor del Popcorn
El Aniversario de Pepe y Luis
La Gringa
Betsy, el Musical
Festín para los Necios
Con los Pies Desnudos
Miles, La Otra Historia del 98:
Quimera
Avartar: La Vida Desconocida de
Yeshua de Nazaret
Una de Cal y una de Arena
La Madona del Corazón de Piedra
En Tres Actos

206.
207.
208.
209.
210.
211.
212.
213.
214.
215.
216.
217.
218.
219.
220.
221.
222.
223.

Voces
Caras
Gení y el Zepelín
La Lupe
¿Puertorriqueños?
Acto Primero y Único
Entre el Amor y los Genios
Historias de Mi Barrio
Borinquen Vive en el Barrio
Serie de Teatro de Cámara
A Pelo
El Maestro
El Último Rosario de Medea
Y la Llubia También
Nívea del Encanto
El Asalto
¡Filiberto Vive!
Inside/Out

202.
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Antonio García del Toro
Antonio Garcia del Toro
Teresa Marichal
Roberto Ramos-Perea
Rosita Archevald Zayas
Aleyda Morales
José Rivera
Carlos Canales
Ángel Amaro Sánchez
Juan González
Rafael Acevedo
Javier Cardona
José Luis Ramos Escobar
Juan González Bonilla
Carmen Rivera
Manuel Ramos Otero
Ángel Torres Cabassa
Raiza Vidal
Roberto Ramos-Perea

1990
1991
1991
1991
1991
1992
1992
1993
1993
1994
1994
1996
1996
1996
1996
1997
1997
1998
1998

Roberto Ramos-Perea

1998

Grupo Agual, Sol y Sereno
Abniel Marat
Janis Astor del Valle
y Tere Martínez
Myrna Casas
Adriana Pantoja
José Luis Ramos Escobar
Carmen Rivera
José Luis Ramos Escobar
Pedro Pietri
Carlos Vega
Carlos Canales
Tere Martínez
Adriana Pantoja
Carmen Zeta
Nelson Rivera
Juan M. Torres Santiago
Ivonne Goderich
Kisha Tikina Burgos
Aleyda Morales
Roberto Ramos-Perea
Sylvia Bofill

1998
1999
2000
2000
2000
2001
2001
2001
2001
2002
2002
2002
2003
2004
2005
2006
2006
2006
2006
2006
2006

224. Queishd & Dilit
225. Quisimos tanto a Lydia
226. Negras: Tribulaciones de una Negrita
Acomplejá
227. Todo Sobre un Canalla
228. Péndulo o Vaivén de una Escritora y un
Travestie
229. 3 + III x Z
230. Becoming Joaquín
231. Dancing at Funerals

Gamaliel Valle Rosa
Aravind E. Adyanthaya
Eva Cristina Vázquez

2008
2008
2008

Alina Marrero
Anamín Santiago

2009
2009

Carmen Zeta
Janis Astor del Valle
Rane Arroyo

2010
2010
2010

Notes about this list
1. This list by no means is meant to be the definitive list of Puerto Rican plays. This is
a list that I have created based on the research I have done for this dissertation and my
professional opinion. The purpose is to provide an example of a working inclusive
theatre canon.
2. An asterisk (*) next to a play title represents a lost text. These titles are included
because they are important to the Puerto Rican identity and history.
3. I recommend that in a multicultural education program, the appointed multicultural
education facilitator will develop a similar list.
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APPENDIX B
CURRENT CURRICULUM AND PROPOSED CURRICULUM
Current Concentration Core: (from Manual del Departamento de Drama, 2008)
Introduction to Acting I (3 credits)
Theatre Appreciation (3 credits)
or Panorama of Puerto Rican Theatre (3 credits)
(or other course that has dramatic analysis) (3 credits)
Theatre History Survey I (3 credits)
Theatre History Survey II (3 credits)
Stage Directing I (3 credits)
12 Credits to be selected from:
Pantomime (3 credits)
Movement for the Actor (3 credits)
Modern Dance for the Actor (3 credits)
Stage Diction I (3 credits)
Theatre Lighting I (3 credits)
Scene Design I (3 credits)
Costume Design I (3 credits)
Acting and History, Literature and Theory must select:
3 credits in Pantomime, Movement and Dance
3 credits in Stage Diction or Speech
6 credits in Lighting, Scene Design and Costume
Design Students must select:
9 credits in Lighting, Scene Design and Costume
3 credits in Pantomime, Movement, Stage Diction and Dance
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Proposed Core: (Changes are marked in bold)
Introduction to Acting (3 credits)
Theatre Appreciation (3 credits)
Issues of Multiculturalism in Theatre (3 credits)
Puerto Rican Theatre History Survey (3 credits)
(or Panorama of Puerto Rican Theatre)
Theatre History Survey I (3 credits)
Theatre History Survey II (3 credits)
Stage Directing I (3 credits)
12 credits to be selected from:
Pantomime I (3 credits)
Movement for the Actor (3 credits)
Modern Dance for the Actor (3 credits)
Stage Diction I (3 credits)
Theatre Lighting I (3 credits)
Scene Design I (3 credits)
Costume Design I (3 credits)
Stage Directing II (3 credits)
Puerto Rican Contemporary Theatre (3 credits)
Introduction to Devised Theatre (3 credits)
Acting students:
Introduction to Technical Theatre (3 credits)
Introduction to Devised Theatre (3 credits)
or Puerto Rican Contemporary Theatre (3 credits)
3 credits in Lighting, Scene Design or Costume
History, Literature and Theory:
Puerto Rican Contemporary Theatre (3 credits)
Introduction to Technical Theatre (3 credits)
Playwriting (3 credits)
Design students must select:
9 credits in Lighting, Scene Design and Costume
3 credits in Pantomime, Movement, Diction and Dance
or Puerto Rican Contemporary Theatre (3 credits)
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APPENDIX C
SYLLABI OF COURSES
TITLE OF THE COURSE
History of Puerto Rican Theatre Survey

COURSE CONTENT AND PURPOSE
The course is a broad in-depth survey of the diverse theatre movements and genres
that have defined the Puerto Rican Theatre. It discusses the first theatre movements on
the island from the rituals of the Taíno Indians until the present era.

EXPECTED LEARNING OUTCOMES
Upon completion of this course students will be able to recognize the different
movements that are present in Puerto Rican Theatre. Additionally, they will be able to
identify the historical background of those movements. Furthermore, the students will
be able to develop aesthetics awareness and understand how different cultures and
sub-cultures shape aesthetics.
In addition, students will:
1. Be able to apply multicultural sensibilities in real life.
2. Have a general understanding of Puerto Rican history.
3. Relate to and understand to the importance of inclusion and diversity issues.

ASSESSMENT METHODS
For each evaluation method the students will have at least two different options.
Students will be able to select what method they want to use in order to be evaluated.
1st Evaluation = 10%
2nd Evaluation = 20%
3rd Evaluation = 30%
4th Evaluation = 40%
Total = 100%

GRADING
[A = 100-90%] [B = 89-80%] [C = 79-70%] [D = 69-60%] [F = 59-0%]
1st Evaluation
Option #1: Write a paper on Taíno’s theatre or areytos. Look for information on these
ceremonies and infer how do you think these ceremonies were done.
Option #2: Do a fifteen minutes presentation on Taíno’s areytos. Explore the logistics
of these ceremonies and how you think that the ceremonies could have been
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persevered.
Option #3: Do a model of the Taíno batey and present a run-through of the areyto.
Your presentation should not exceed ten minutes.
2nd Evaluation
Option #1: Write a five-page (double-spaced) essay on aesthetics awareness that
includes a discussion of inclusion of people of color in the curriculum.
Option #2: Do a fifteen-minute presentation on the similarities and differences of
Teatro del Obrero, Puerto Rican Black Theatre and the first Puerto Rican Theatre
plays, addressing the aesthetics awareness issue.
Option #3: Create a workshop or PowerPoint learning modulus in order to teach
aesthetics awareness. Your audience is middle-aged theatre practitioners and directors
that believe that there are not inclusion problems in the current curriculum.
3rd Evaluation
Option #1: Do a fifteen-minute presentation that will compare and contrast Puerto
Rican Theatre from the 40s/50s with another theatre (not Puerto Rican) of your
selection. (Preferably that is contemporary with this movement). Be detailed on your
presentation and include the historical influences that helped shape these movements.
Option #2: Select ten pages from a play from the Generación 40s/50s (or another play
that you will have approved by the professor). Mount the scene or scenes and present
it in class. Be prepared to answer questions about the play, the plot, and other aspects
as well.
Option #3: Write a ten-page (double-spaced) paper that addresses the conflicting
identity issues of the Puerto Rican people. Be sure to address the historical
background of the Puerto Rican people and how the historical events have helped
shape the Puerto Rican identity.
4th Evaluation
Option #1: Pick two genres from the ones discussed during the semester and compare
and contrast them. Your arguments should include, but are not limited to, historical
background, discussions of forms, issues of race and/or gender and aesthetics. Write a
ten-page (double-spaced) paper.
Option #2: Pick no more than five other students (from class) and create a theatrical
piece. The written work that will be used should be selected from the reading list of
this course or previously approved material. This piece should explore the spectrum of
the Puerto Rican identity in a creative and unique manner.
Option #3: Develop a PowerPoint learning modulus, a workshop or another selfpaced learning technique that teaches the history of Puerto Rican Theatre. Be prepared
to do a short (~ five minutes) presentation on your project.

REQUIRED TEXTS
Books:
Fiet, Lowell. El Teatro Puertorriqueño Reimaginado: Notas Críticas sobre la
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Creación Dramática y el Performance. 2004.
Gómez Aponte, José F. La Puesta en Escena del Teatro Puertorriqueño: 1950-2000.
Instituto de Cultura Puertorriqueña. 2012.
Morfi, Angelina. Historia Crítica De Un Siglo De Teatro Puertorriqueño. San Juan,
P.R.: Instituto de Cultura Puertorriqueña. 1980.
Pérez, Elba I. El Teatro como Bandera: ‘Teatro Popular’ en Puerto Rico, 1966-1975.
UPR-Arecibo.
Ramos-Perea, Roberto, comp. Literatura Puertorriqueña Negra Del Siglo XIX Escrita
Por Negros: Obras Encontradas De Eleuterio Derkes, Manuel Alonso Pizarro Y José
Ramos Y Brans : Antología De La Literatura Puertorriqueña Negra Escrita Por
Negros, 1880-1920
Other readings:
Ramos-Perea, Roberto. "Panorama Histórico Del Teatro Puertorriqueño." Revista
Intermedio De Puerto Rico (2005): 1-10. Historia Del Teatro De Puerto Rico. 2005.
Web. 19 July 2012. http://usuarios.multimania.es/historia_teatro/puertorico.htm
Figueroa-Mercado, Loida. History of Puerto Rico: From the Beginning to the 1982.

WEEKLY SCHEDULE
WEEK 1
Meet and greet
Introduction to Puerto Rican Indian History
The Batey or Indian Theatre
WEEK 2
1747 The first Puerto Rican Theatre writers
Lorenzo de Ángulo (actor) and Celedonio Luis Nebot
WEEK 3
Evaluation #1 Due
The beginning of Puerto Rican Theatre
WEEK 4
Puerto Rican patriotism
El Proceso de 1899 by Antonio Álvarez et al. (1899)
El Grito de Lares de Luis Lloréns Torres (1914)
WEEK 5
Theatre of the Workers (Teatro Obrero)
Redención by José Limón de Arce (1906)
Aesthetics Awareness
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WEEK 6
Black Theatre
Eleuterio Fervres o El Triunfo de Talento By Eleuterio Derkes
Cont. of Aesthetics Awareness
WEEK 7
40s and/or 50s Generation (La Generación de los 40 o de los 50)
Tiempo Muerto by Manuel Méndez Ballester (1938)
La Carreta by René Marqués (1940)
WEEK 8
Evaluation #2 Due
Women playwrights
Hacer bien al Enemigo es Imponerle el Mejor Castigo
by Carmen Hernández Araujo (1863)
Voces de Myrna Casas (2000)
WEEK 9
Racial Conflict Theatre
La Cuarterona by Alejandro Tapia y Rivera (1867)
Vejigantes by Francisco Arriví (1958)
Sirena by Francisco Arriví (1959)
WEEK 10
1968-1975 New Playwriting Movement First Cycle (Nueva Dramaturgia
Puertorriqueña): The Struggle of the Puerto Rican Identity
La Tumba del Jíbaro by Lydia Milagros González (1968)
WEEK 11
1976-1986 New Playwriting Movement Second Cycle (Nueva Dramaturgia)
Revolución en el Infierno by Roberto Ramos-Perea (1982)
WEEK 12
Collective Theatre
Collaboration in theatre
WEEK 13
Evaluation #3 Due
Queer Theatre
Esta Noche Juega el Jóker by Fernando Sierra Berdecía (1939)
Flor de Presidio by Juan González Bonilla (1989)
WEEK 14
Scenic Playwriting (1990s-2000s)
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Experimental Puerto Rican Theatre (1960s-2000s)
Absurdos en Soledad by Myrna Casas (1963)
WEEK 15
Final presentations
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TITLE OF THE COURSE
Theatre History Survey I

COURSE CONTENT AND PURPOSE
The course explores the history of world theatre from Greek theatre to the
Renaissance.

EXPECTED LEARNING OUTCOMES
Upon the completion of this course the student will be able to identify the elements of
the western and eastern theatre. The student will develop aesthetics awareness and will
be able to apply it to diverse theatrical expressions.

ASSESSMENT METHODS
For each evaluation method the students will have at least two different options.
Students will be able to select what method they want to use in order to be evaluated.
1st Evaluation = 10%
2nd Evaluation = 20%
3rd Evaluation = 30%
4th Evaluation = 40%
Total = 100%

GRADING
[A = 100-90%] [B = 89-80%] [C = 79-70%] [D = 69-60%] [F = 59-0%]
1st Evaluation
Option #1: Write a comparison/contrast five-page paper (double-spaced) on Greek
theatre and Sanskrit theatre. Evaluate the differences and similarities in terms of
aesthetics and forms of the art.
Option #2: Give a ten-minute presentation that highlights the differences and
similarities between Sanskrit and Greek theatre.
2nd Evaluation
Option #1: Write a five-page paper (double-spaced) on aesthetics awareness. The
specific topic is to be selected by student and approved by teacher.
Option #2: Do ten-minute presentation on aesthetic awareness. The specific topic is to
be selected by student and approved by teacher.
Option #3: Present your own theory (in a method of your selection e.g. paper,
presentation, learning modulus, etc.) that explains the evolution of Puerto Rican
Indigenous theatre.
3rd Evaluation
Option #1: Write a ten-page paper (double-spaced) that compares and contrasts
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religious drama with medieval theatre. Evaluate the differences and similarities in
terms of aesthetics and forms of the art.
Option #2: The student will select a scene from a Religious Drama or Medieval
Theatre in direct it. The student should direct it as it was presented at the time. Actors
will receive credit as well, and both actors and directors must write a two-page
(minimum) journal.
Option #3: Take an online test on the topics of Week 6-10. The material from the
readings should be understood thoroughly and the student should be able to apply and
synthesize it.
4th Evaluation
Option #1: Write a fifteen-page paper (double-spaced) about a topic from the course.
The specific topic is to be selected by student and approved by teacher.
Option #2: Create a twenty-minute group presentation that incorporates all the
historical movements discussed in class. All participants should write a five-page
journal about the process and the concept of the presentation.
Option #3: Design your own final project. The final project is to be discussed and
approved by the teacher at least three weeks before it is due. There should be a
writing/research component to this project.

REQUIRED TEXTS
Brockett & Hildy. History of Theatre. 2003.
Jeffrey, SB. History of Eastern Theatre. 2011.

WEEKLY SCHEDULE
WEEK 1
Meet and greet
The rules
WEEK 2 -3
Origins of theatre
Greek Theatre
Oresteia by Aeschylus
WEEK 4
Sanskrit Theatre
Kathakali Theatre
WEEK 5
Roman Theatre and spectacles
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WEEK 6
Aesthetic Awareness West vs. East
WEEK 7
Puerto Rican Indigenous Theatre Areytos
WEEK 8-9
Medieval Theatre
La Farsa del Maése Patelín
WEEK 10
Religious Drama
Hrotvitha
WEEK 11
Japanese Noh Theatre
Aoi no Ue (Lady Aoi)
WEEK 12
The Renaissance
Golden Spanish Era
Fuenteovejuna by Lope de Vega
WEEK 13
Commedia de’ll Arte
WEEK 14
Individual work with teacher
WEEK 15
Final presentations
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TITLE OF THE COURSE
Theatre History Survey II

COURSE CONTENT AND PURPOSE
The course explores the history of world theatre from the Renaissance to
contemporary theatre.

EXPECTED LEARNING OUTCOMES
Upon the completion of this course the student will be able to identify the elements of
the western and eastern theatre. The student will develop aesthetics awareness and will
be able to apply it to diverse theatrical expressions.

ASSESSMENT METHODS
For each evaluation method the students will have at least two different options.
Students will be able to select what method they want to use in order to be evaluated.
1st Evaluation = 10%
2nd Evaluation = 20%
3rd Evaluation = 30%
4th Evaluation = 40%
Total = 100%

GRADING
[A = 100-90%] [B = 89-80%] [C = 79-70%] [D = 69-60%] [F = 59-0%]
1st Evaluation
Option #1: Write a five-page paper with an historical thesis of your choosing (to be
approved by teacher) on Renaissance, Romantic or Restoration theatre.
Option #2: Select a scene or play from the renaissance, romantic or restoration theatre
and present it in class. The scene is to be approved by the teacher, and, to be fully
produced. A journal of the mounting process is to be submitted at the time of the
presentation.
2nd Evaluation
Option #1: Write a seven-page paper that compares and contrasts the European
realism theatre and Puerto Rican theatre realism movement.
Option #2: Do a fifteen-minute presentation that compares and contrast both realism
movements of Europe and Puerto Rico. Make sure to include the historical
background that propelled these movements.
Option #3: Devise a learning modulus (or other self-paced teaching technique to be
approved by the teacher) that compares and contrasts the realism movements in Puerto
Rico and in Europe.
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3rd Evaluation
Option #1: Select a method to explore the race issues presented in A Raisin in the Sun
and a Puerto Rican play of your choosing. The method of evaluation is to be approved
by the teacher.
Option #2: Write a ten-page paper (double-spaced) comparing and contrasting
American theatre with one (or more) Asian theatre movements. The instructor should
approve the specific topic.
Option #3: Do a twenty-minute presentation with a unique thesis, not discussed in
class. Your thesis is to be approved by the teacher. The topics should be selected from:
Asian theatre, modern theatre, American theatre, epic theatre and African theatre.
4th Evaluation
Option #1: Write a fifteen-page paper (double-spaced) about a topic of the course.
The specific topic is to be selected by student and approved by teacher.
Option #2: Create a twenty-minute group presentation that incorporates all the
historical movements discussed in class. All participants should write a five-page
journal about the process and the concept of the presentation.
Option #3: Design your own final project. The final project is to be discussed and
approved by the teacher at least three weeks before it is due. There should be a
writing/research component to this project.

REQUIRED TEXTS
Books:
Brockett & Hildy. History of Theatre. 2003.
Jeffrey, SB. History of Eastern Theatre. 2011.

WEEKLY SCHEDULE
WEEK 1
Meet and greet
The rules
Aesthetic awareness
WEEK 2 -3
Renaissance Theatre
Shakespeare’s Hamlet
Cervantes’ entremeses
Calderón’s La Vida es Sueño
WEEK 4
Romantic and Restoration Theatre
WEEK 5
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Realism
Isben’s Hedda Gabbler
Myrna Casas’ Cristal Roto en el Tiempo
WEEK 6
Asian Theatre
Kabuki Theatre (Japan)
Thai Theatre (Thailand)
Chinese Theatre
WEEK 7
Modern Theatre
Strindberg’s A Dream Play
WEEK 8
American Theatre
Guys and Dolls, the musical
Hansberry’s A Raisin in the Sun
WEEK 10
Epic Theatre
Brecht’s Mother Courage and her Children
Theatre of the Absurd
Luis Rafael Sánchez’s Sol 13 Interior
Samuel’s Beckett’s Act without Words
WEEK 11
African Theatre (Egyptian and Yoruba)
WEEK 12
Puerto Rican Theatre
Miles, La Otra Historia del 98: Quimera by Roberto Ramos-Perea
WEEK 13
Latin American and Caribbean Theatre
Senel Paz’s Fresa y Chocolate
WEEK 14
Individual work with teacher
WEEK 15
Final presentations
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TITLE OF THE COURSE
Introduction to Acting

COURSE CONTENT AND PURPOSE
This class is an introductory study of the basic techniques of acting. The class will
explore acting through theatre games, improvisations and scene work.

EXPECTED LEARNING OUTCOMES
By the end of this course the student will be able to:
1. Speak with a basic theatre vocabulary.
2. Do basic character analysis.
3. Do basic play analysis.
4. Analyze and critique the acting technique(s) of a performer.
5. Describe human interaction in terms of motivations and obstacles.
6. Utilize his/her own identity in order to create the basis of a character.

ASSESSMENT METHODS
For studio classes the student must do the evaluations that the teacher has designed,*
but there is room for negotiating if the student wants to change the content of certain
evaluation. Changes are to be approved by the teacher.
* If a student wants to be re-evaluated he/she must request a re-evaluation, but the
work must still be presented on due day.
1st Evaluation = 15%
2nd Evaluation = 15%
3rd Evaluation = 20%
4th Evaluation = 20%
5th Evaluation = 30%
Total = 100%
Bonus opportunity: After the required one scene participation on the classes Stage
Directing I or II scenes. The student can get an equivalent of 2% bonus on additional
participations on Directing Scenes.

GRADING
[A = 100-90%] [B = 89-80%] [C = 79-70%] [D = 69-60%] [F = 59-0%]
1st Evaluation: In Class Exercises
Exercise #1: Two-minutes
Exercise #2: Endowment
Exercise #3: Three Entrances
Exercise #4: Monologue
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Exercise #5: Auditioning
2nd Evaluation: Theatre Critiques
The student must attend three theatre events. At least two of these must be Puerto
Rican theatre. A paper of at least two pages must be written on each event.
3rd Evaluation: Rehearsals
4th Evaluation: Peer Evaluation and participation
5th Evaluation: Final Scene
A successful final scene presentation includes at least two rehearsals with the teacher,
a scored script, a one-page character analysis that includes all the aspects discussed in
class and the journal entries.

REQUIRED TEXTS
Readings are to be distributed.

WEEKLY SCHEDULE
WEEK 1
Meet and greet
The rules
Icebreaker games
WEEK 2
Basic two-minute exercise
WEEK 3
Endowment
WEEK 4
Sense memory, immediacy and identity
The Puerto Rican identity
WEEK 5
Circumstances
The Puerto Rican identity
WEEK 6
The action
WEEK 7
The obstacles, objectives and the action
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WEEK 8
Scoring
WEEK 9
Monologues
WEEK 10
Auditioning
WEEK 12 – 13
Putting it all together! and improvising
WEEK 13
Rehearsals for the final scene
WEEK 14
Rehearsals for the final scene
WEEK 15
Final presentations
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TITLE OF THE COURSE
Theatre Appreciation

COURSE CONTENT AND PURPOSE
This course is an introductory and broad survey of the theatre arts. The course will
discuss the technical aspects of a production, the artistic aspects of a production, the
importance of the theatre arts in society, the structure of a play and a survey of theatre
history.

EXPECTED LEARNING OUTCOMES
By the end of this course the student will be able to:
1. Speak with a basic theatre vocabulary.
2. Identify the production elements of a play.
3. Identify the artistic elements of a play.
4. Identify the differences between genres of theatre.
5. Analyze the elements of a theatre production
6. Describe in a broad manner the history of theatre.
7. Critique a theatrical experience without imposing his or her own aesthetics.

ASSESSMENT METHODS
For each evaluation method the students will have at least two different options.
Students will be able to select what method they want to use in order to be evaluated.
1st Evaluation = 20%
2nd Evaluation = 15%
3rd Evaluation = 20%
4th Evaluation = 20%
5th Evaluation = 30%
Total = 100%

GRADING
[A = 100-90%] [B = 89-80%] [C = 79-70%] [D = 69-60%] [F = 59-0%]
1st Evaluation: Play Critiques (Two contrasting plays)
Option #1: Write a three-page paper (double-spaced) that discusses the technical and
artistic aspects of the play. Discuss what, in your opinion, was accomplished with the
production. Describe the best and the worst of the production using the vocabulary
discussed in class.
Option #2: Do a ten-minute presentation (or other type of evaluation to be approved
by the teacher) about the play. In the presentation, discuss what, in your opinion, was
accomplished with the production. Describe the best and the worst of the production
using the vocabulary learned in class.
2nd Evaluation
144

Option #1: Take a quiz on the elements of a play.
Option #2: Write a short paper (~ two pages) about La Carreta and describe all the
elements of the play. (Other play can be analyzed with the authorization of the teacher.
Option #3: Design a workshop or learning modulus that teaches the elements of a
play. Your targeted audience should be non-theatre majors.
3rd Evaluation: Rehearsals
Option #1: Select one of the Eastern theatre movements and do a ten-minute
presentation or workshop. The presentation or workshop should be on a specific aspect
of the movements of your selection. The topic is to be approved by the teacher.
Option #2: Write a five-pages (double-spaced) paper that describes how the eastern
theatre movement fits, or do not fits, the elements of the play discussed in class.
Options #3: Compare/contrast plays of two different movements discussed in class
using a presentation format of your choice. (E.g. Paper, presentation, workshop,
learning modulus, etcetera.) Note: This last option is to be approved by the teacher.
4th Evaluation: Peer Evaluation and participation
Option #1: Do an audition monologue.
Option #2: Find examples of non-traditional casting to present to the class.
Option #3: Find a partner and do a ten to fifteen-minute debate on non-traditional
casting. Both sides must be completely informed and present sustained arguments.
Option #4: Write a ten-page paper on the application of non-traditional casting either
academically or professionally. Include examples of non-traditional casting of the
plays read or seen for class. Other topics on non-traditional casting can be proposed to
the teacher.
5th Evaluation: Final Project
All options require a two-page paper (double-spaced) that addresses how theatre
collaboration was achieved during the group work.
Option #1: Design and render three costumes for a Puerto Rican play of the teacher’s
selection.
Option #2: Design and do a perspective (fully rendered) or a model of the set of a
Puerto Rican play of the teacher’s selection.
Option #3: Design and draw the lighting for at least five scenes for a Puerto Rican
play of the teacher’s selection.
Option #4: Design the sound for a Puerto Rican play of the teacher’s selection. The
design must include at least five sound effects, three transition songs and one
incidental music moment.
Option #5: Write a three-page paper that describes the directing concept of a Puerto
Rican play of the teacher’s selection. The student should be prepared to present his/her
concept to class as if it was the first production meeting of a play.
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REQUIRED TEXTS
Padín Zamot, Manuel. Manual De Teatro Escolar: Alternativas Para El Maestro
(Spanish Edition). 2005.

WEEKLY SCHEDULE
WEEK 1
Meet and greet
The rules
What is theatre?
WEEK 2
Theatre vocabulary
What is the function of theatre?
WEEK 3
The beginnings of theatre
Greek Theatre
Sanskrit Theatre
Puerto Rican Indigenous Theatre
WEEK 4
Seeing, participating and understanding Theatre
Introduction to Aesthetic awareness
WEEK 5
Play’s traditional structure
Writing theatre
WEEK 6
Classic Theatre
Renaissance
Puerto Rico’s Generación del 40/50
WEEK 7
Aesthetics awareness (Intermediate)
Eastern Theatre traditions: Noh Theatre, Kabuki Theatre, Thai Theatre, etc.
WEEK 8
Introduction to acting and auditioning
The Puerto Rican identity
WEEK 9
Technical theatre
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Rendering costume designs
Rendering set designs
WEEK 10
Technical theatre
Drawing a lighting design
Designing sound
WEEK 11
Other forms of theatre:
Performance, Happenings, Devised Theatre, etcetera
Puerto Rican Collective Theatre
WEEK 12
Directing and casting in theatre
Non-traditional casting
Advance aesthetics awareness
WEEK 13
Putting it all together!
Collaboration in theatre
** Preference form for final project due.
WEEK 14
Meetings with the teacher
WEEK 15
Final presentations
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TITLE OF THE COURSE
Issues of Multiculturalism in Theatre

THEATRE ARTS 4308
TOPICS IN THEATRE HISTORY:
ISSUES OF MULTICULTURALISM IN THEATRE
Instructor: Teddy A. Rodríguez-Vélez
E-mail: teddy.rodriguez@ttu.edu

Office: Theatre Annex 115
Office Hours: MWF 2:00pm
or by appointment
Room: Theatre 00110T

Class: MWF 1:00-1:50pm

CATALOG DESCRIPTION
TH A 4308. Advanced topics course to integrate history, drama, production, and
theory around a focused era or subject.

COURSE CONTENT AND PURPOSE
This course is an in-depth study of the issues of multiculturalism in theatre. The course
includes the discussion and investigation of inclusion, non-traditional casting,
aesthetics awareness and equality in theatre and theatre education, while utilizing
multicultural pedagogical techniques.

EXPECTED LEARNING OUTCOMES
Upon the completion of this course the student will able to apply multicultural
sensibilities to theatre making and education.
By the end of this course the student should be able to:
1. Develop a new inclusive theatre canon of plays.
2. Evaluate theatre pieces while maintaining aesthetics awareness.
3. Demonstrate cultural proficiency.
4. Design theatre classes through multicultural education.
5. Determine the presence of biases in theatre making and theatre education.
6. List the different types of non-traditional casting and identify them within
specific productions.
7. Develop a multi-culturally sensible theatre season.

ASSESSMENT METHODS
For each evaluation method the students will have at least two different options.
Students will be able to select what method they want to use in order to be evaluated.
1st Evaluation = 10%
2nd Evaluation = 15%
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3rd Evaluation = 15%
4th Evaluation = 20%
5th Evaluation = 30%
In-class projects = 10%
Total = 100%

GRADING
[A = 100-90%] [B = 89-80%] [C = 79-70%] [D = 69-60%] [F = 59-0%]
1st Evaluation: Multicultural Theatre
Option #1: Write a 5-page paper (double spaced) about multicultural theatre. The
paper can address the historical background of the multicultural theatre, the
importance of multicultural theatre or how to apply multiculturalism in theatre. This
paper must be done in MLA format and properly cited.
Option #2: Develop a learning module or a workshop that teaches either multicultural
theatre or aesthetics awareness.
Option #3: Do a presentation about the topic of your choice on multiculturalism in
theatre or aesthetics awareness.
(Note: All topics require the approval of the instructor.)
2nd Evaluation: Non-Traditional Casting
Option #1: Write a 7-page paper (double spaced) about non-traditional casting. The
teacher must approve the approach of your paper.
Option #2: Create a workshop in order to teach and implement non-traditional casting
in a school or theatre that you have identified as using traditional casting as its model.
Option #3: Design a presentation about non-traditional casting. These presentations
can be, for example, a scene with non-traditional casting or a presentation that
highlights non-traditional casting in selected places.
3rd Evaluation: Theatre Canon of Plays
Option #1: Develop a theatre canon of plays (at least 100 titles) that is multi-culturally
inclusive and balanced. The list should include at least one play of the different
mainstream theatre movements. Your plays can concentrate on only western theatre,
but you are encouraged to also include non-western traditions.
Option #2: Research and write a paper about three reading lists from different theatre
schools and do a statistical analysis of their inclusion percentages. This analysis must
include, but is not limited to: gender, race, ethnicity and sexuality.
Option #3: Research and do a type of presentation of your choice about three theatre
canons in different theatre schools and do a statistical analysis of their inclusion
percentages. This analysis must include, but are not limited to: gender, race, ethnicity
and sexuality. (Note: It is strongly encouraged to discuss your plan with the instructor
before putting the presentation together.)
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4th Evaluation: Multiculturalism in Theatre and Theatre Education
Option #1: Write a 7-page paper (double spaced) on a topic of your choosing within
multicultural theatre or multicultural theatre education. The teacher must approve this
topic.
Option #2: Record yourself teaching a workshop on how to teach either multicultural
sensibilities in theatre practices or theatre with multicultural education.
Option #3: Design a theatre class of your choosing. This class must be taught through
multicultural education. The design includes the syllabus and the scope and sequence
of the class.
5th Evaluation: Final Presentation
Option #1: Pick two aspects of multiculturalism in theatre examined in class and
discuss how you would you implement them in either a class or your theatre practices.
Your arguments should include, but are not limited to, historical background,
discussions of forms, issues of race and/or gender and aesthetics. Write a 10 pages
(double-spaced) paper.
Option #2: Design a presentation that proposes the implementation of multicultural
theatre to a specific school or theatre. Your proposal must be directed to the faculty or
the board of members and should be backed up with research in order to be successful.
Other topics on multicultural theatre can be also done for this option with the approval
of the teacher.
Option #3: Design your own presentation on multicultural theatre. (Note: All
presentation topics require the approval of the instructor two weeks before the final
presentation.)

SUGGESTED TEXTS:
§
§
§
§
§
§

Bonilla-Silva, Eduardo. Racism without Racists: Color-blind Racism and the
Persistence of Racial Inequality in the United States. Lanham: Rowman &
Littlefield, 2006.
Davis, Clinton Turner, and Harry Newman. Beyond Tradition: Transcripts of
the First National Symposium on Non-Traditional Casting. New York, NY:
Non-Traditional Casting Project, 1988.
Pao, Angela C. No Safe Spaces: Re-casting Race, Ethnicity, and Nationality in
American Theater. Ann Arbor: University of Michigan, 2010.
Pearson Custom Education: Schools, Society and Diversity: EDSE/EDEL
2300. New York: Pearson Learning Solutions, 2010.
Sue, Derald Wing. Microaggressions in Everyday Life: Race, Gender, and
Sexual Orientation. Hoboken, NJ: Wiley, 2010.
Wills, Robert J. Non-Traditional Casting: A Case Study. Theatre Topics. 2(2).
September 1992. pp. 113-121.
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WEEKLY SCHEDULE
UNIT 1: Introducing Multiculturalism in Theatre
WEEK 1
Meet and Greet. The Rules
Effective Communication
What is multiculturalism?
Community Building
WEEK 2
Exploring the Importance of Multiculturalism
Exploring the Importance of Multiculturalism in Theatre
Color-blind Racism Theory
Microaggressions Theory
**(Wing Sure, Derald, and Madonna G. Constantine. "Racial Microaggressions as Instigators of
Difficult Dialogues on Race: Implications for Student Affairs Educators and Students." The College
Student Affairs Journal 26.2 (Spring 2007): 136-43. Print.)

WEEK 3
Cultural Proficiency
**(Suttichujit, Vannapond. "Becoming Culturally Competent: Adapting Education to Contemporary
Social Norms." Journal of Alternative Perspectives in the Social Sciences 1.2 (209): 490-97.)

Aesthetics Awareness
**(Rodríguez-Vélez, Teddy A. Developing Aesthetics Awareness. 2011)

WEEK 4
Presentations and Papers about Multicultural Theatre due
UNIT 2: Non-Traditional Casting
WEEK 5
The Non-Traditional Casting Project (NTCP)
Types of Non-Traditional Casting
WEEK 5
Exploring non-traditional casting in the media
Bring your own examples!
WEEK 6
Non-traditional Casting Papers due or Presentations
WEEK 7
UNIT 3: How to Apply Multiculturalism to Theatre Education
What is multicultural education?
Why multicultural education?
Why multicultural education in theatre?
151

WEEK 8
Applying Multicultural Proficiency
Selecting the Season
WEEK 9
Selecting inclusive material
Designing a Syllabus
Designing a Scope and Sequence
How to create Learning Modules
Diverse Teaching Methods
WEEK 10
Multicultural Education
Multicultural Education in Theatre
Teaching through Multicultural Education
New Teaching Methods
WEEK 11
Presentation or Papers on the New Canon due
*Declaration of Finals Projects Due
WEEK 12
Presentation, videos or papers on Multicultural Theatre Education due
WEEK 13
Round table discussions about the class and final projects
Teacher feedback exercises
WEEK 14
“In-class” rehearsal and/or feedback session
WEEK 15
Final Assessment Due and Presentation
DETAILED CALENDAR
DATE
Wednesday - Jan 16, 2013

Friday - Jan 18, 2013

TOPICS and ACTIVITIES
Meet and Greet
In-class discussions rules
Pre-class assessment
Defining Multiculturalism together
Getting Dropbox.
Effective communication Workshop
Getting Personal! Trust exercises
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*Monday – Jan 21, 2013
Wednesday – Jan 23, 2013

Friday – Jan 25, 2013
Monday – Jan 28, 2013
Wednesday – Jan 30, 2013

NO CLASS
Importance of Multiculturalism
Breakdown of U.S.A.
Elements of Multiculturalism
Multiculturalism in Theatre?
Color-blind Racism Theory Workshop
Biases
Bonilla-Silva’s Four frames
Applying the Color-blind Racism Theory to
Theatre
Learning Modulus: Microaggressions
READ: Racial Microaggressions as Instigators of
Difficult Dialogues on Race: Implications for Student
Affairs Educators and Students

Friday – Feb 1, 2013
Monday – Feb 4, 2014

Cont. of Microaggressions and color-blind
racism
Examples and non-examples
READ: Becoming Culturally Competent: Adapting
Education to Contemporary Social Norms
READ : Developing Aesthetics Awareness

Wednesday – Feb 6, 2013
Friday – Feb 8, 2013
*Monday – Feb 11, 2013
Wednesday – Feb 13, 2013
Friday – Feb 15, 2013
Monday – Feb 18, 2013

*Wednesday – Feb 20,
2013
Friday – Feb 22, 2013
Monday – Feb 25, 2013
*Wednesday - Feb 27,
2013
Friday – March 1, 2013
Monday – March 4, 2013
Wednesday – March 6,
2013

Roundtable Discussion of the Readings
Developing Cultural Proficiency
Case Studies
Evaluations #1 Due
Evaluations #1 Due
Evaluations #1 Due
What is Casting?
PowerPoint: The History of the Non-Traditional
Casting Project
Categories of Non-Traditional Casting
Watch: Breaking Tradition
Non-traditional Casting Examples
Roundtable on the importance of training in
theatre
Implications of Traditional Casting
Audio: On Cultural Power: August Wilson vs.
Robert Burstein
Roundtable discussion of On Cultural Power
Homework: Bring your own examples of NTC
Evaluation #2 Due
Evaluation #2 Due
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Friday – March 8, 2013
*Monday – March 11, 2013
*Wednesday – March 13,
2013
*Friday – March 15, 2013
Monday – March 18, 2013
Wednesday – March 20,
2013
Friday – March 22, 2013

*Monday – March 25, 2013

Wednesday – March 27,
2013

Friday – March 29, 2013
*Monday – April 1, 2013
Wednesday – April 3, 2013
Friday – April 5, 2013
Monday – April 8, 2013

Wednesday – April 10, 2013
Friday – April 12, 2013
Monday – April 15, 2013
Wednesday – April 17, 2013

Evaluation #2 Due
NO CLASS (Spring Break)
NO CLASS (Spring Break)
NO CLASS (Spring Break)
What is Multicultural Education?
Applying Multicultural Education to Theatre
Why Multicultural Education?
Power Point: Theories of Multiple Intelligence
Basics of Education
Bloom’s Taxonomy
Learning Objectives
Group Work: Developing Learning Objectives
The Canon
Selecting inclusive plays
Modeling: Selecting the Season
In-class group exercise: Designing a miniseason (10 plays) with feedback session
Multicultural Education in Theatre
Dos and Don’ts
In-class project: Given a learning objective
design a pedagogy through multicultural
education
Debate: Traditional Season vs. Multicultural
Season
NO CLASS
Selecting inclusive material
In-class guided practice
How to create Learning Modules
Diverse Teaching Methods
Elements of Multicultural Education
Multicultural Education in Theatre
Teaching through Multicultural Education
New Teaching Methods
Demo: Transforming a class with Multicultural
Education
Evaluation #3 Due
Declarations of Final Project Due
Evaluation #3 Due
Evaluation #3 Due
Designing a Syllabus
In-class rough-drafts
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Friday – April 19, 2013
Monday – April 22, 2013
Wednesday – April 24, 2013
Friday – April 26, 2013
Monday – April 29, 2013
Wednesday – May 1, 2013
Friday – May 3, 2013
Monday – May 6, 2013
*Wednesday – May 8, 2013
*Thursday – May 9, 2013
(1:30pm – 4:00pm)

Designing a Scope and Sequence
In-class rough drafts
Evaluation #4 Due
Evaluation #4 Due
Evaluation #4 Due
Post-class assessment
Peer-to-peer feedback for final projects
In-class rehearsal/feedback session
In-class rehearsal/feedback session
In-class rehearsal/feedback session
NO CLASS (Dead Day)
Final Exam Day
ROOM: TBA
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TITLE OF THE COURSE
Stage Directing I

COURSE CONTENT AND PURPOSE
This course is an introductory class in the art of directing for theatre. The course is
focused on the function of a director, problem solving, basic staging, picture making
and collaboration.

EXPECTED LEARNING OUTCOMES
By the end of this course the student will be able to:
1. Speak with a basic theatre directing vocabulary.
2. Analyze the basic elements of a play.
3. Design a floor plan for the blocking of a scene.
4. Communicate and collaborate with actors while directing.
5. Direct realistic scenes.
6. Synthesize and put in practice a rehearsal calendar for a theatre production.

ASSESSMENT METHODS
For studio classes the student must do the evaluations that the teacher has designed,*
but there is room for negotiating if the student wants to change the content of a
particular evaluation. Changes are to be approved by the teacher.
* If a student wants to be re-evaluated he/she must request a re-evaluation, but the
work must still be presented on due day.
1st Evaluation = 5%
2nd Evaluation = 5%
3rd Evaluation = 10%
4th Evaluation = 20%
5th Evaluation = 25%
6th Evaluation = 25%
In-class critiques = 5%
Floor plan = 5%
Total = 100%
Bonus Opportunity: Students from the class are encouraged to participate in other
students’ directing presentations. The student will receive the equivalent of 2% bonus
points for each presentation.

GRADING
[A = 100-90%] [B = 89-80%] [C = 79-70%] [D = 69-60%] [F = 59-0%]
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1st Evaluation: Pictures
The student will present three contrasting, non-narrative pictures. The main focus of
these individual pictures is to communicate a moment as clearly as possible.
2nd Evaluation: Narrative Pictures
The student will present four contrasting pictures. These must have a narrative and be
able to tell a story in sequence. The main focus of these pictures as a whole is to
communicate a moment as clearly as possible.
3rd Evaluation: Narrative Pictures with a text
From a script provided or a text previously approved by the teacher, the student will
present five pictures that will create a narrative that will tell the basic story of the text.
4th Evaluation: Open Scene
The student will present a scene of his/her selection using the basic elements of
directing.
5th Evaluation: 2 Characters Scene
The student will present a two-character scene of the students’ selection. These scenes
must be from Puerto Rican theatre.
6th Evaluation: Final Scene
The student will present a fully produced scene. This scene is a Puerto Rican theatre
scene that the teacher will select and assign to each student.

REQUIRED TEXTS
Waistein, Michael. Stage Directing: A Director’s Itinerary. Focus Publishing/R.
Pullins Co. 2012.

WEEKLY SCHEDULE
WEEK 1
Meet and greet
The rules
What is directing?
WEEK 2
Theatre directing vocabulary
What are the functions of a director?
WEEK 3
Analyzing the script as a director
Introduction to picture(ing)
Balance: symmetry, asymmetry, non-symmetrical, radial, crystallographic, etcetera
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How to do critiques
WEEK 4
Creating pictures
Simple one-picture exercises
Presentation of pictures
WEEK 5
Creating pictures with resources
Clarifying the message
Presentation of narrative pictures
WEEK 6
Creating series of pictures
Creating series of pictures with text
Blocking
WEEK 7
Presentation of narrative pictures with text
WEEK 8
Selecting the cast
Directing with text
Talking to actors
WEEK 9
Non-traditional casting
Directing Puerto Rican Theatre
Talking to the technical group
WEEK 10
Presentation of open scenes
WEEK 11
Designing a conscious rehearsal calendar
Working with actors
WEEK 12
In-class rehearsals (all called)
WEEK 13
Presentation of two-character scene
WEEK 14
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“One on one” in-class rehearsals
WEEK 15
Final presentations
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TITLE OF THE COURSE
Stage Directing II

COURSE CONTENT AND PURPOSE
This course is an advanced class in the art of directing for theatre. The course is
focused on directing styles.

EXPECTED LEARNING OUTCOMES
Upon the completion of this course the student will be able to successfully direct
theatre plays from different genres. The student will also be able to distinguish
between the different characteristics of various directing styles.
Also by the end of this course the student will be able to:
1. Speak with a basic theatre directing vocabulary.
2. Analyze the basic elements of a play in terms of directing.
3. Design a floor plan for the blocking of a scene.
4. Communicate and collaborate with actors while directing.
5. Direct realistic scenes, experimental scenes, movement pieces and classic
scenes.
6. Synthesize and put in practice a rehearsal calendar for a theatre production.

ASSESSMENT METHODS
For each evaluation method the students will have at least two different options.
Students will be able to select what method they want to use in order to be evaluated.
1st Evaluation = 25%
2nd Evaluation = 25%
3rd Evaluation = 25%
4th Evaluation = 25%
5th Evaluation = 25*% (Re-evaluation of a previous scene, bonus points scene or
optional scene)
Total = 100%
Bonus Opportunity: Students from the class are encouraged to participate in other
students’ directing presentations. The student will receive the equivalent of 2% bonus
points for each presentation.

GRADING
[A = 100-90%] [B = 89-80%] [C = 79-70%] [D = 69-60%] [F = 59-0%]
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1st Evaluation: Realistic Scenes
The student will direct and present a realistic scene of his/her selection.
2nd Evaluation: Experimental Theatre Scenes
The student will direct and present an experimental scene. The experimental scene can
be of the student’s selection. A piece from the Puerto Rican Theatre canon is
encouraged.
3rd Evaluation: Theatre for Youth
The student will direct and present a scene from a theatre for the youth play.
4th Evaluation: Open Scene
The student will present a scene of his/her selection using the basic elements of
directing.
This is the only re-evaluation chance or a bonus opportunity.
5th Evaluation: Classical Scene
The student will direct and present a classical scene. For the purpose of this class, we
will define a scene from the classics as from Greek, Roman, Spanish Golden Era,
Shakespeare or Puerto Rican Theatre of the 19th century.

REQUIRED TEXTS
Waistein, Michael. Stage Directing: A Director’s Itinerary. Focus Publishing/R.
Pullins Co. 2012.

WEEKLY SCHEDULE
WEEK 1
Meet and greet
The rules
What is directing?
WEEK 2
Theatre directing vocabulary
What are the functions of a director?
Blocking
Different directing styles
Directing realistic scenes
WEEK 3
Analyzing the script as a director
Introduction to theatre genres
Balance: symmetry, asymmetry, non-symmetrical, radial, crystallographic, etcetera
How to do critiques
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WEEK 4
Presentation of realistic scenes
WEEK 5
Directing Experimental Theatre
Modeling directing Experimental Theatre
WEEK 6
Presentation of Experimental Theatre scenes
WEEK 7
Directing Theatre for Youth
Modeling directing Theatre of Youth
WEEK 8
Non-traditional casting
Directing Puerto Rican Theatre
Talking to the technical group
WEEK 9
Presentation of Theatre for Youth scenes
WEEK 10
Directing Classical scenes
Modeling Classical scenes
WEEK 11
Modeling Classical scenes (cont.)
Workshopping Classical scenes
WEEK 12
Presentations of Classical scenes
WEEK 13
Aesthetics awareness
Non-traditional casting
WEEK 14
One-on-one feedback rehearsal
WEEK 15
Presentation of Open scenes
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TITLE OF THE COURSE
Introduction to Technical Theatre

COURSE CONTENT AND PURPOSE
This course is an introductory class in technical theatre. The class will provide a
survey in costume and make-up, scene and props, lighting and sound design.

EXPECTED LEARNING OUTCOMES
By the end of this course the student will be able to:
1. Speak with a basic technical theatre vocabulary.
2. Analyze the basic technical elements of a play.
3. List the basic elements of design.
4. Describe the functions of a designer.
5. Develop a designer’s concept for a play.
6. The basics of model making and scene design rendering.
7. The basics of costume rendering.
8. The basics of lighting rendering.
9. The basics of sound editing.

ASSESSMENT METHODS
For each evaluation method the students will have at least two different options.
Students will be able to select what method they want to use in order to be evaluated.
1st Evaluation = 15%
2nd Evaluation = 15%
3rd Evaluation = 15%
4th Evaluation = 15%
5th Evaluation = 10%
6th Evaluation = 30%
Total = 100%

GRADING
[A = 100-90%] [B = 89-80%] [C = 79-70%] [D = 69-60%] [F = 59-0%]
1st Evaluation: Lighting Design
Option #1: The student will draw and present three light renderings for a play or scene
of his/her selection.
Option #2: The student will present a lighting design by means of pictures or video of
a scene or play of his selection. (Three contrasting moments.)
2nd Evaluation: Costume Design
Option #1: The student will draw and present two costume renderings for a play or
163

scene of his/her selection.
Option #2: The student will draw and present one costume rendering and one makeup renderings of a character(s) of the student’s selection.
3rd Evaluation: Scene Design
Option #1: The student will draw and present a floor plan and a section plan for a play
of his/her selection.
Option #2: The student will draw and present a fully rendered perspective for a play
of his/her selection.
Option #3: (%5 Bonus!) The student will build a ½” or ¼” model of a play of his/her
selection.
4th Evaluation: Sound Design
Option #1: The student will select a play and will present a concept and a few rough
cuts of his/her sound design.
Option #2: The student will design two scenes that include at least three sound effects,
one transition and one incidental music moment.
5th Evaluation: Collaboration “Presentations”
Option #1: The student will select a topic on collaboration and do a ten-minute
presentation.*
Option #2: The student will write a five-pages paper (double-spaced) on
collaboration.*
Option #3: The student will develop a class, a learning modulus or a workshop in
order to teach collaboration.*
* All topics to be approved by the teacher.
6th Evaluation: Final Presentation
The students will collaborate with the students of either Stage Directing I or II and will
help them fully produce their final scenes.
Note: The student must complete the preference form a month before these
presentations. The teacher will try his/her best to assign you to your first choice.

REQUIRED TEXTS
White, Christine. Technical Theatre: A Practical Introduction. 2001

WEEKLY SCHEDULE
WEEK 1
Meet and greet
The rules
What is technical theatre?
WEEK 2
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Technical theatre vocabulary
What are the functions of a designer?
Elements of design
WEEK 3
What is lighting design?
Designing lights
Drawing light renderings
WEEK 4
Interpreting the script as a designer
Designer’s concept
Introduction to collaboration
WEEK 5
Lighting design presentations
What is costume design?
What is make-up design?
Drawing costume renderings
Drawing make-up renderings
WEEK 6
What is scene design?
Drawing a floor plan
Drawing a section plan
Drawing an elevations plan
WEEK 7
Costume design presentations
Drawing a perspective (scene design)
Rendering a perspective (scene design)
Model making
WEEK 8
Model making (cont.)
What is sound design?
Editing sound and music
Sound effects
Licensing music
WEEK 9
Sound project presentations
WEEK 10
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Advanced collaboration
WEEK 11
Presentations on collaboration
WEEK 12
Scene design presentations
WEEK 13
Production meetings for directing class projects
WEEK 14
Directing class dress-rehearsals
WEEK 15
Presentation of final scenes
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TITLE OF THE COURSE
Costume Design I

COURSE CONTENT AND PURPOSE
This course is an introductory class in design of theatre costumes. In this class the
students will learn the fundamental costume design techniques.

EXPECTED LEARNING OUTCOMES
By the end of this course the student will be able to:
1. Speak with a basic technical theatre vocabulary.
2. Analyze the basic technical elements of a play in terms of costuming.
3. List the basic elements of design.
4. Draw a proportional body.
5. Develop a designer’s concept for a play.
6. Design all of the costumes for a play.
7. Draw a fully rendered costume design.

ASSESSMENT METHODS
For studio classes the student must do the evaluations that the teacher has designed,*
but there is room for negotiating if the student wants to change the content of certain
evaluation. Changes are to be approved by the teacher.
* If a student wants to be re-evaluated he/she must request a re-evaluation, but the
work must still be presented on due day.
1st Evaluation = 5%
2nd Evaluation = 5%
3rd Evaluation = 10%
4th Evaluation = 20%
5th Evaluation = 20%
6th Evaluation = 10%
7th Evaluation = 30%
Total = 100%

GRADING
[A = 100-90%] [B = 89-80%] [C = 79-70%] [D = 69-60%] [F = 59-0%]
1st Evaluation: Drawing Hands and Feet
The student will draw four hands and four pairs of feet with pencil. The hands and feet
are those of the student’s selection.
2nd Evaluation: Drawing Faces
The student will draw four contrasting faces with pencil. The faces are those of the
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students’ selection.
3rd Evaluation: Drawing the Bodies
The student will draw two bodies. The bodies are those of the student’s selection.
4th Evaluation: Designing Ernesto Fervres
The student will design (four-renderings) two characters from the assigned play. These
renderings must show two different scenes of the play and how the character would
develop from one costume to another. The student will present his/her concept in class
and the renderings for a Q/A and critiques session.
5th Evaluation: Designing Vejigantes
The student will design costumes for five (five-renderings) different characters from
the assigned play. All of the renderings must be different characters, but the renderings
do not have to belong to the same scene. The student will present his/her concept in
class and the renderings for a Q/A and critiques session.
6th Evaluation: New Costume Design Techniques
Option #1: The student will select a topic about new costume design technique and
present it in class.*
Option #2: The student will write a five-page paper (double-spaced) on a new
costume design technique.*
Option #3: The student will develop a class, a learning modulus or a workshop in
order to teach a new costume design technique.*
* All techniques to be approved by the teacher.
7th Evaluation: Final Design
The student will design costumes for (seven-renderings) a play from the student
selection. The play should be a play written within the last ten years and be part of the
Puerto Rican Theatre movement. The student will present his/her concept in class and
the renderings for a Q/A and critiques session.

REQUIRED TEXTS
Ingham, Rosemary. Costume Designer’s Handbook: A Complete Guide for Amateur
and Professional Costume Designers. Rosemary Ingham. 1992.

WEEKLY SCHEDULE
WEEK 1
Meet and greet
The rules
What is costume design?
WEEK 2
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Theatre costume vocabulary
What are the functions of a costume designer?
Elements of design
Getting your drawing hand loose exercise
WEEK 3
Interpreting the script as a costume designer
Costume design concept
Drawing hands and feet
WEEK 4
The body’s proportion
Drawing heads
Intro to designing
Watercolors!
WEEK 5
Watercolors and the costume
Body proportions with the costume
WEEK 6
Presentation of designs for Eleuterio Derkes’ Ernesto Lefervre
WEEK 7
Presenting to a director
Design collage
Collaboration
WEEK 8
Creativity exercises
Color psychology
WEEK 9
Designing for different skin-colors
Watercolors workshops
WEEK 10
Mixed-media renderings
Computer rendering
WEEK 11
Elements of design
Advanced collaboration
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WEEK 12
Presentation of designs for Francisco Arriví’s Vejigantes
WEEK 13
Collaboration with actors
New costume design techniques presentations
WEEK 14
In-class one-on-one feedback sessions
WEEK 15
Presentation of final designs
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TITLE OF THE COURSE
Lighting Design I

COURSE CONTENT AND PURPOSE
This course is an introductory class in theatre lighting design, theory and practice. In
this class the student will learn the fundamental lighting design equipment and its
uses. Also, lighting plot, instrumentation, programming, software, mathematics and
physics are considered.

EXPECTED LEARNING OUTCOMES
By the end of this course the student will be able to:
1. Speak with a basic theatre lighting vocabulary.
2. Analyze the basic technical elements of a play in terms of lighting design.
3. List the basic elements of lighting design.
4. Identify lighting fixtures and their functions.
5. Describe the functions of a lighting designer.
6. Develop a lighting designer’s concept for a play.
7. Calculate and apply photometrics and Ohm’s law.
8. The basics of lighting rendering.
9. The basics of lighting design programming.

ASSESSMENT METHODS
For studio classes the student must do the evaluations that the teacher has designed,*
but there is room for negotiating if the student wants to change the content of a
particular evaluation. Changes are to be approved by the teacher.
* If a student wants to be re-evaluated he/she must request a re-evaluation, but the
work must still be presented on due day.
1st Evaluation = 10%
2nd Evaluation = 10%
3rd Evaluation = 25%
4th Evaluation = 15%
5th Evaluation = 10%
6th Evaluation = 30%
Total = 100%

GRADING
[A = 100-90%] [B = 89-80%] [C = 79-70%] [D = 69-60%] [F = 59-0%]
1st Evaluation: Designing for Music
The student will select a 3-minute song or piece of music and will create a lighting
design for it.
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2nd Evaluation: Photometrics and Ohm’s Law
Option #1: Take a Quiz on photometrics and Ohm’s Law.
Option #2: Do a project with a school lighting designer and act as an assistant lighting
designer and calculate all of the photometrics for him/her.
3rd Evaluation: Designing Zora Moreno’s El Afro Antillano
The student will do a lighting theatre design for El Afro Antillano. The design will
include the lighting floor plan, lighting section plan, ten lighting sketches and a
presentation of five moments in the lighting lab.
4th Evaluation: Color Project
The student will receive two pieces of fabric and a piece of set. The student will
design the lighting design while keeping the colors of the fabrics and the set unaltered
by the lights.
5th Evaluation: Lighting “Presentations”
Option #1: The student will select a topic on modern theatre lighting techniques and
do a ten-minute presentation.*
Option #2: The student will write a five-page paper (double-spaced) on modern
theatre lighting techniques.*
Option #3: The student will develop a class, a learning modulus or a workshop in
order to teach a new theatre lighting technique.*
* All topics to be approved by the teacher.
6th Evaluation: Final Presentation
The student will create a lighting design full-length play of the student’s selection. The
play must be a Puerto Rican play* written within the last ten years. The final design
includes: Lighting floor plan, photometry, lighting section plan, lighting sketches of
all scenes and a presentation of seven moments in the lighting lab.
*Exceptions can be made when necessary.

REQUIRED TEXTS
Keller, Max. Light Fantastic: The Art and Design of Stage Lighting. 2010.

WEEKLY SCHEDULE
WEEK 1
Meet and greet
The rules
What is lighting design?
WEEK 2
Theatre lighting vocabulary
What are the functions of a lighting designer?
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Elements of design
Photometrics
Ohm’s Law
WEEK 3
What is lighting design?
Lighting instruments
Photometrics (cont.)
Ohm’s Law (cont.)
WEEK 4
Quiz on photometrics
Color Theory
Light compositions
Designing lights
Sketching light renderings
WEEK 5
Effects of lighting on the set and the costumes
Drawing a lighting design floor plan
Drawing a lighting design section plan
Photometrics and Ohm’s Law evaluation
WEEK 6
Presentation of sound project
Drafting standards
Designing for different skin-color
WEEK 7
Drafting standards (cont.)
Computer drafting with Vectorworks©
WEEK 8
Vectorworks© (cont.)
Software for lighting designers
WEEK 9
“Green” lighting
LED applications
WEEK 10
Color project presentations
WEEK 11
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Light presentations due
Collaboration with the director and other designers
WEEK 12
Lighting presentations of El Afro Antillano
WEEK 13
Photographing lights
Other types of light renderings
WEEK 14
In-class: feedback session
WEEK 15
Presentation of final projects
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TITLE OF THE COURSE
Scene Design I

COURSE CONTENT AND PURPOSE
This course is an introductory class in scene design, theory and practice. In this class
the student will learn the fundamental scene design techniques. Moreover, floor plan,
section plan, and elevation plan drafting, perspective drawing and rendering are also
considered.

EXPECTED LEARNING OUTCOMES
By the end of this course the student will be able to:
1. Speak with a basic theatre scene design vocabulary.
2. Analyze the basic technical elements of a play in terms of scene design.
3. List the basic elements of scene design.
4. Hand-draft a scene design’s floor plan, section plan and an elevations plan.
5. Describe the functions of a scenic designer.
6. Develop a scenic designer’s concept for a play.
7. Calculate and draw a perspective plan.
8. Execute the basics of perspective rendering.
9. Execute the basics of model making.

ASSESSMENT METHODS
For studio classes the student must do the evaluations that the teacher has designed,*
but there is room for negotiating if the student wants to change the content of certain
evaluation. Changes are to be approved by the teacher.
* If a student wants to be re-evaluated he/she must request a re-evaluation, but the
work must still be presented on due day.
1st Evaluation = 10%
2nd Evaluation = 10%
3rd Evaluation = 15%
4th Evaluation = 25%
5th Evaluation = 10%
6th Evaluation = 30%
Total = 100%

GRADING
[A = 100-90%] [B = 89-80%] [C = 79-70%] [D = 69-60%] [F = 59-0%]
1st Evaluation: Designer’s Collage
The student will construct a collage in which he/she will present his/her designer’s
concept for a Puerto Rican play.
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2nd Evaluation: Rendering
This in-class project is designed for student to practice the rendering techniques taught
in class. The student will render a perspective drawing that will be provided. The
student must use color and, shadows and highlight in order to define the perspective.
The evaluation will receive a completion grade.
3rd Evaluation: Perspective and Rendering #2
The student will draw a perspective from a floor plan and a section plan that will be
provided. Then the student will fully render the drawing. This is a homework project.
4th Evaluation: Designing different Puerto Rican plays
The student will design a Puerto Rican play. The design will include a floor plan,
section plan and a fully rendered perspective drawing. Each student will design a
different play. As part of the presentation the student must do a brief synopsis of the
play.
5th Evaluation: Scene Design “Presentations”
Option #1: The student will select a topic on modern theatre scene design techniques
and do a ten-minute presentation.*
Option #2: The student will write a five-page paper (double-spaced) on modern
theatre scene design techniques.*
Option #3: The student will develop a class, a learning modulus or a workshop in
order to teach a new theatre scene design technique.*
* All topics to be approved by the teacher.
6th Evaluation: Final Presentation
The student will design the set for a full-length play of the student’s selection. The
play must be a Puerto Rican play* written within the last ten years. The final design
includes: research collage, scenic floor plan, section plan, elevations plan, a fully
rendered perspective drawing and a ½ ” scale model.
*Exceptions can be made when necessary.

REQUIRED TEXTS
Gillette, J. Michael. Theatrical Design and Production: An Introduction to Scene
Design and Construction, Lighting, Sound, Costume and Makeup. 2012.

WEEKLY SCHEDULE
WEEK 1
Meet and greet
The rules
What is scene design?
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WEEK 2
Theatre Scene design vocabulary
What are the functions of a scenic designer?
Elements of design
Basics of geometry
Research
WEEK 3
What is scene design?
What is a floor plan? What is a section plan?
Design collage making
WEEK 4
Drawing a scene design floor plan
Drawing a scene design section plan
Color Theory
Effects of lighting design on scene design
WEEK 5
Presentation of Collages
Drawing a scene design floor plan (cont.)
Drawing a scene design section plan (cont.)
WEEK 6
Drafting standards
Drawing a scene design elevations plan
Calculating and drawing a perspective
WEEK 7
Drafting standards (Cont.)
Computer drafting with Vectorworks©
Rendering
WEEK 8
Vectorworks© (cont.)
Designing for different skin-color
Rendering (cont.)
WEEK 9
“Green” scene design
Presenting to a director and production team
Rendering (cont.)
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WEEK 10
Model making
Collaboration with the director and other designers
WEEK 11
Puerto Rican plays scene design presentations
WEEK 12
In-class model making exercise
WEEK 13
Scene design presentations due
More model making
WEEK 14
In-class: feedback session
WEEK 15
Presentation of final projects
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TITLE OF THE COURSE
Puerto Rican Contemporary Theatre

COURSE CONTENT AND PURPOSE
This course is a specific study of the contemporary theatre of Puerto Rico. It discusses
the Puerto Rican Theatre within the last 25 years.

EXPECTED LEARNING OUTCOMES
Upon completion of this course students will be able to recognize the different
movements that are present in contemporary Puerto Rican Theatre. Additionally, they
will be able to identify the historical background of those movements. Furthermore,
the students should be able to develop aesthetics awareness and understand how
different cultures shape aesthetics awareness.
In addition, students should:
1. Be able to apply multicultural sensibilities in real life.
2. Have a general understanding of contemporary Puerto Rican history.
3. Describe the contemporary Puerto Rican Theatre.
4. Relate to and understand the importance of inclusion and diversity issues.

ASSESSMENT METHODS
For each evaluation method the students will have at least two different methods of
evaluations. Students will be able to select what method they want to use in order to be
evaluated.
1st Evaluation = 20%
2nd Evaluation = 25%
3rd Evaluation = 25%
4th Evaluation = 30%
Total = 100%

GRADING
[A = 100-90%] [B = 89-80%] [C = 79-70%] [D = 69-60%] [F = 59-0%]
1st Evaluation
Option #1: Write a five-page (double-spaced) paper on Rosa Luisa Márquez’s devised
theatre and/or collective playwriting in Puerto Rico. The student will select the
approach of the paper.
Option #2: A group of three to five students will devise a short presentation following
the games developed by Rosa Luisa Márquez or the collective playwriting techniques
discussed in class. The group must be ready for a Q/A session.
Option #3: Do a five to ten-minute presentation about Rosa Luisa Márquez’s devised
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theatre or collective playwriting in Puerto Rico.
2nd Evaluation
Option #1: Write a five-page (double-spaced) paper on aesthetics awareness that
includes a discussion of inclusion of LGBTTQ people in the curriculum.
Option #2: Do a fifteen-minute presentation on the similarities and differences of the
theatre from the 40s and 50s, and Puerto Rican Queer theatre, addressing the aesthetics
awareness issue.
Option #3: Create a workshop or PowerPoint learning modulus in order to teach
aesthetics awareness. Your audience is middle-aged theatre practitioners and directors
that believe that there are not inclusion problems in the current curriculum.
3rd Evaluation
Option #1: Do a fifteen-minute presentation on a current playwright or company of
Puerto Rico. Be detailed on your presentation and include the historical influences that
shaped this playwright or company.
Option #2: Select ten pages from a play from a contemporary play (written in the last
5 years). Mount the scene or scenes and present it in class. Be prepared to answer
questions about the play, the plot and etcetera.
Option #3: Write a ten-page (double-spaced) paper on a current playwright or
company of Puerto Rico. Be sure to address the historical background that helped
shape this playwright or company.
4th Evaluation
Option #1: Pick two topics from the ones discussed on the semester and compare and
contrast them. Your arguments should include, but are not limited to, historical
background, discussions of forms, issues of race and/or gender and aesthetics. Write a
10 pages (double-spaced) paper.
Option #2: Pick no more than five other students (from class) and create a theatrical
piece. The written work that will be used should be that of the reading list of this
course or a previously approved text. This piece should explore the spectrum of the
Puerto Rican identity in a creative and unique manner.
Option #3: Develop a PowerPoint learning modulus, a workshop or another selfpaced learning technique that teaches the history of contemporary Puerto Rican
Theatre. Be prepared to do a short (~ five minutes) presentation on your project.

REQUIRED TEXTS
Gómez Aponte, José Félix. La Puesta en Escena del Teatro Puertorriqueño 19502000. Instituto de Cultura Puertorriqueña. 2012.
Gómez Aponte, José Félix. La Puesta en Escena del Nuevo Milenio en Puerto Rico.
Teoría Historia. 2007.
Márquez, Rosa Luisa. Brincos y Saltos: El Juego como Disciplina Teatral. 1996.
Pearson, Mike. Site-specific Performance. 2010.
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WEEKLY SCHEDULE
WEEK 1
Meet and greet
The rules
Introduction to Puerto Rican Theatre
WEEK 2
Rosa Luisa Márquez’s Devised Theatre
WEEK 3
Rosa Luisa Márquez’s Devised Theatre
Performance Art, Happenings, etc.
WEEK 4
Collective playwriting
WEEK 5
Collective playwriting (cont.)
WEEK 6
Aesthetics awareness
WEEK 7
Roberto Ramos-Perea
José L. Ramos Escobar
WEEK 8
The labor of the Ateneo Puertorriqueño
Puerto Rican theatre companies
WEEK 9
Women playwrights of 2000s
Carmen Zeta
WEEK 10
Queer Theatre
WEEK 11
Scenic Dramaturgy movement
WEEK 12
Aravind E. Adyanthaya’s plays
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WEEK 13
The latest Puerto Rican Theatre
WEEK 14
The most-recent presentations
WEEK 15
Presentation of final projects
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TITLE OF THE COURSE
Playwriting

COURSE CONTENT AND PURPOSE
This course is an introductory class in the art and techniques of writing theatre plays.
This course is focused on learning the well-made form and using it as a base for
expressing the writer’s own form.

EXPECTED LEARNING OUTCOMES
Upon the completion of this course the student will be able to successfully write a oneact play following the well-made play form. The student will be able to start to
develop his own form and writer’s voice.
Also by the end of this course the student will be able to:
1. Speak with a basic theatre playwriting vocabulary.
2. Analyze the basic elements of a play.
3. Write a dialogue that furthers the plot of a script.
4. Understand different writing techniques
5. Write a scenario.
6. Write a one-act play.
7. Develop aesthetics awareness.
8. Develop the foundations to discover their own writer’s voice.

ASSESSMENT METHODS
For each evaluation method the students will have at least two different options.
Students will be able to select what method they want to use in order to be evaluated.
* Some of the evaluations methods do not have options, but students can request a reevaluation if necessary.
1st Evaluation = 15%
2nd Evaluation = 20%
3rd Evaluation = 20%
4th Evaluation = 20%
5th Evaluation = 25%
Total = 100%

GRADING
[A = 100-90%] [B = 89-80%] [C = 79-70%] [D = 69-60%] [F = 59-0%]
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1st Evaluation: Analyzing plays
Option #1: Write a three-page (double spaced) paper on a Puerto Rican play of your
selection explaining how the play does or does not follow the well-made play form.
Option #2: Do a ten-minute presentation on a Puerto Rican play of your selection
explaining how the play does or does not follow or the well-made play form.
2nd Evaluation: Writer’s Voice
Option #1: Write a paper (double-spaced) where you discuss how you would or would
not follow the well-made play form and also discuss what topics interest you as a
writer and why.
Option #2: Do a presentation where you discuss how you would or would not follow
the well-made play form and also discuss what topics interest you as a writer and why.
3rd Evaluation: Major Dramatic Questions
The student will develop five major dramatic questions and a brief explanation about
how he/she will go about developing those plays. These must be typed.
4th Evaluation: The Dialogue
The student will develop a dialogue from a source of her/his selection. The dialogue
will be three-pages long.
5th Evaluation: The One-Act
The student will write a one-act play following the well-made form discussed in class.
The script will be formatted in the format discussed in class.

REQUIRED TEXTS
Alterman, Glenn. Writing the 10-Minute Play. 2013. Limelight Editions.
Hatcher, Jeffrey. The Art and Craft of Playwriting. 2000. Story Press.

WEEKLY SCHEDULE
WEEK 1
Meet and greet
The rules
What is playwriting?
WEEK 2
Theatre playwriting vocabulary
What are the functions of a playwright?
WEEK 3
The form of a play
Aristotle’s Seven
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WEEK 4
Establishing event
Initial balance
Exploring your identity
WEEK 5
Point of attack
Inspirational resources
WEEK 6
Action of the play
WEEK 7
Major dramatic question
WEEK 8
Crisis and climax
WEEK 9
Resolution and denouement
WEEK 10
Putting it all together! The scenario
WEEK 11
Formatting a play
Writing dialogue
WEEK 12
Breaking with the form!
WEEK 13
Breaking with the form!
WEEK 14
Read-through of one-acts and feedbacks sessions
WEEK 15
One-act play due
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TITLE OF THE COURSE
Movement for the Actor

COURSE CONTENT AND PURPOSE
This course is an introductory class in the exercises and applications of selected
techniques of movement for performers.

EXPECTED LEARNING OUTCOMES
Upon the completion of this course the student will be able to successfully implement
the movements techniques taught in class.
Also by the end of this course the student should be able to:
1. Speak with an effective movement vocabulary.
2. Analyze the basic elements of a play through the movement technique(s).
3. Explore movement techniques in his/her creative endeavors.
4. Discover a series of basic universal movements.
5. Design and perform movement phrases.
6. Define and design the process of building an ensemble.
7. Apply the movement techniques in order to develop a character.

ASSESSMENT METHODS
For studio classes the student must do the evaluations that the teacher has designed,*
but there is room for negotiating if the student wants to change the content of a
particular evaluation. Changes are to be approved by the teacher.
* If a student wants to be re-evaluated he/she must request a re-evaluation, but the
work must still be presented on due day.
1st Evaluation = 15%
2nd Evaluation = 20%
3rd Evaluation = 20%
4th Evaluation = 20%
5th Evaluation = 25%
Total = 100%

GRADING
[A = 100-90%] [B = 89-80%] [C = 79-70%] [D = 69-60%] [F = 59-0%]
1st Evaluation: Journal Entries
The student will keep a journal about the studio work at class. This journal’s format
will be the student selection. (For example, audio journal, video journal, blog, videoblog, etc.)
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2nd Evaluation: Movement Phrase
The student will design a movement phrase utilizing the viewpoints of Tempo,
Duration, Kinesthetic Response and Repetition.
3rd Evaluation: Movement Phrase
The student will design a movement phrase utilizing the viewpoints of Shape, Gesture,
Architecture, Spatial Relationship and Topography.
4th Evaluation: Adding Dialogue
Design a movement phrase that will lead into a monologue. The monologue should be
picked from the Puerto Rican theatre plays.
5th Evaluation: Final Pieces
Using the viewpoints and/or the theatre games done in class, create a theatrical
presentation. Use as writing sources current Puerto Rican news or written works by
Puerto Rican authors.

REQUIRED TEXTS
Bogart, Anne & Landau, Tina. The Viewpoints Book: A Practical Guide to Viewpoints
and Composition. 2005.
Márquez, Rosa Luisa & Martorell, Antonio. Brincos y Saltos: El Juego Como
Disciplina Teatral: Ensayos y Manual de Teatreros. 1992.

WEEKLY SCHEDULE
WEEK 1
Meet and greet
The rules
What are viewpoints?
WEEK 2
Introduction to viewpoints
Tempo
WEEK 3
Duration
Kinesthetic response
WEEK 4
Kinesthetic response (cont.)
Repetition
Exploring your identity
187

WEEK 5
Presentation of movement phrases
Shape
WEEK 6
Gesture
Architecture
WEEK 7
Spatial relationship
Topography
Journals due
WEEK 8
Presentation of movement phrases
Introduction to theatre games
Mirrors/reflections
Magic glove
E.T.
Figures-2
WEEK 9
Who’s Leading?
The machine
The eggs
Mutations
The ball
Charades
1-2-3 fly
WEEK 10
The grenade
Shadowing
Repetition
Organic machine
Total machine
Prop-ing
Word-ing
WEEK 11
Molding statues
Statues-2
Statues-no touching
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Me then you
Abstract-ing
Complete the image
The circle
WEEK 12
Presentation of monologues
WEEK 13
Son-sacando
Fast/slow(motion)
The conductor
Orchestra
Giants war
Abstract jukebox
The musical
WEEK 14
“In-class” rehearsal
WEEK 15
Presentation of final pieces
Journals due
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TITLE OF THE COURSE
Stage Diction I

COURSE CONTENT AND PURPOSE
This course is a study of the voice of the actor with an emphasis on projection and
diction. The course will study the mechanism of good speech and articulation.

EXPECTED LEARNING OUTCOMES
Upon the completion of this course the student will be able to speak with a proper
voice technique.
Also by the end of this course the student will able to:
1. List the basic elements of stage diction.
2. Analyze accurately the diction of performers.
3. Demonstrate proficient articulation.
4. Develop speech awareness.
5. Develop a sense of movement aesthetics.
6. Demonstrate vocal quality, variety and expressiveness while keeping good
diction.

ASSESSMENT METHODS
For studio classes the student must do the evaluations that the teacher has designed,*
but there is room for negotiating if the student wants to change the content of a
particular evaluation. Changes are to be approved by the teacher.
If a student wants to be re-evaluated he/she must request a re-evaluation, but the work
must still be presented on due day.
1st Evaluation = 10%
2nd Evaluation = 20%
3rd Evaluation = 20%
4th Evaluation = 20%
5th Evaluation = 30%
Total = 100%

GRADING
[A = 100-90%] [B = 89-80%] [C = 79-70%] [D = 69-60%] [F = 59-0%]
1st Evaluation: Reading
The student will read any text in front of class while applying the diction techniques
discussed in class.

190

2nd Evaluation: Recording
The student will record a piece of brief news of his/her selection. This recording will
be made in digital form and submitted to the teacher by the due date.
3rd Evaluation: Special Presentation
The student will select a piece of Puerto Rican literature (e.g. theatre, novel, poetry
and so on) and will memorize it and present it in class. The presentation should be
around a minute long.
4th Evaluation: Monologues
The student will perform a monologue from his/her selection. The monologue should
be at least ¾ page long. The students will workshop his/her monologue in front of
class as part of this evaluation.
5th Evaluation: Final Scene
The students will do a scene from the Puerto Rican theatre canon where they will
implement all the diction techniques discussed during the semester.

WEEKLY SCHEDULE
WEEK 1
Meet and greet
What is stage diction?
WEEK 2
Speech assessment
Warm up exercises
Breathing exercises
WEEK 3
Tongue twisters
Embracing the Puerto Rican dialect
WEEK 4
R-RR exercises
S-C-Z exercises
WEEK 5
Presentations of readings
Vowels exercises
Projection exercises
WEEK 6
The different pauses on speech
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Ch- exercises
WEEK 7
Speed exercises
Voice control exercises
WEEK 8
Intention and tone
Recordings due
WEEK 9
Vocal expression
Saving the voice
WEEK 10
Special presentation presentations
WEEK 11
Singing lesson!
Putting it all together
WEEK 12
In-class monologues workshops
WEEK 13
Monologues presentations
Final groups pairing and initial rehearsal
WEEK 14
“In-class” rehearsal
WEEK 15
Final Scenes presentations
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TITLE OF THE COURSE
Introduction to Pantomime

COURSE CONTENT AND PURPOSE
This course is an introductory class in the craft of pantomime. The course is an
introduction to and the application of terminology of theatre pantomime, performance
of basic pantomime movements and the exploration of the human body.

EXPECTED LEARNING OUTCOMES
Upon the completion of this course the student will be able to accurately perform
simple movements in theatrical pantomime.
Also by the end of this course the student will able to:
1. List the basic concepts of pantomime.
2. Identify the technical aspects of creating a pantomime.
3. Critically evaluate pantomime.
4. Compose short pantomimes.
5. Develop body awareness.
6. Develop a sense of movement aesthetics.

ASSESSMENT METHODS
For studio classes the student must do the evaluations that the teacher has designed,*
but there is room for negotiating if the student wants to change the content of a
particular evaluation. Changes are to be approved by the teacher.
If a student wants to be re-evaluated he/she must request a re-evaluation, but the work
must still be presented on due day.
1st Evaluation = 20%
2nd Evaluation = 20%
3rd Evaluation = 20%
4th Evaluation = 30%
Participation = 10%
Total = 100%

GRADING
[A = 100-90%] [B = 89-80%] [C = 79-70%] [D = 69-60%] [F = 59-0%]
1st Evaluation: Performance Exam
The student will perform a short composition that the teacher will design.
2nd Evaluation: Pantomime Vocabulary and History
Option #1: Take an exam on pantomime vocabulary and history.
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Option #2: Develop a learning modulus that teaches the pantomime vocabulary and
history.
3rd Evaluation: Performance Exam
The student will perform a short composition that the student will design.
4th Evaluation: Final Performance Exam
The student will perform a composition using most of the exercises discussed in class
and including research.

REQUIRED EQUIPMENT
Jazz shoes or Ballet shoes
Dancewear

WEEKLY SCHEDULE
WEEK 1
Meet and greet
What is pantomime?
WEEK 2
Defining pantomime
The history of pantomime
WEEK 3
Introducing the Etienne Decroux technique
Exercises: stretch, breathing, strength, and flexibility
WEEK 4
Basic pantomime movements
Inclinations, rotations and translocations
WEEK 5
Rehearsal
Performance Exam #1
WEEK 6
Pantomime vocabulary
Puerto Rican themes and practitioners
WEEK 7
Concentration exercises
Evaluation #2
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WEEK 8
Corporal movements
The snake, partition, crystallized and hatching
WEEK 9
Breathing and energetic visualization exercises
WEEK 10
Creating short pieces
WEEK 11
Rehearsal
Performance Exam #2
WEEK 12
Theories of energy work
WEEK 13
Creating pieces
Working with the Puerto Rican identity
WEEK 14
“In-class” rehearsal
WEEK 15
Final performance exam
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TITLE OF THE COURSE
Introduction to Devised Theatre

COURSE CONTENT AND PURPOSE
This course is an introductory class in developing theatre pieces with devised theatre
techniques. This class focuses in theatre games as a creative tool.

EXPECTED LEARNING OUTCOMES
Upon the completion of this course the student will be able to successfully implement
the exercises of devised theatre and theatre games in order to create theatre pieces.
Also by the end of this course the student will able to:
1. Utilize non-traditional sources in order to create theatrical pieces.
2. Explore movement techniques in his/her creative endeavors.
3. Design and perform theatre games.
4. Define and design the process of building an ensemble.
5. Apply the theatre games and devised theatre in traditional theatre.

ASSESSMENT METHODS
For studio classes the student must do the evaluations that the teacher has designed,*
but there is room for negotiating if the student wants to change the content of a
particular evaluation. Changes are to be approved by the teacher.
* If a student wants to be re-evaluated he/she must request a re-evaluation, but the
work must still be presented on due day.

GRADING
A student with a passing grade (P) will have successfully participated in at least 12
full sessions and the final performance. Otherwise the student will be given a failing
grade (NP).

[P = 14-12] [NP = 11-0]
1st Evaluation: Journal Entries
The student will keep a journal about the studio work at class. This journal’s format
will be the student selection. (For example, audio journal, video journal, blog, videoblog, etc.)
2nd-13th Evaluation: Exercises
The student will participate in the presentations that are a consequence of the exercises
learned during the first part of each class.
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REQUIRED TEXTS
Márquez, Rosa Luisa. Brincos y Saltos: El Juego como Disciplina Teatral: Ensayos y
Manual de Teatreros. 1992.
Padín-Zamot, William. Manual de Teatro Escolar. 1995.
Spolin, Viola. Theatre Games for the Classroom: A Teacher’s Handbook. 1986.

WEEKLY SCHEDULE
WEEK 1
Introduction to collaboration
Trust building exercises
WEEK 2
Trust building exercises (cont.)
Presentation of charades
WEEK 3
Movement training exercises
Intermediate collaboration
Presentation of mutation
WEEK 4
Exercises for creating pictures
Intermediate collaboration (cont.)
Presentation of total machinery
WEEK 5
Exercises for staging
Presentation of prop-ing
WEEK 6
Found spaces and the audience
Demo on site-specific performance
Presentation in two different spaces
WEEK 7
Image theatre games
Presentation of statues
WEEK 8
Image Theatre with music
Presentation of “the musical”
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WEEK 9
Introduction to puppetry
Puppet museum
WEEK 10
Improvisation and groupmind
Advance collaboration
Presentation of the phrase
WEEK 11
More Theatre Games!
Presentations of scenes from the hat
WEEK 12
Narrative exercises
Advanced collaboration (cont.)
Presentation of the true story of…
WEEK 13
Introducing written material
Negotiating in collaboration
Presentation of the story
WEEK 14
“In-class” rehearsal
WEEK 15
Presentation of final pieces
Journals due
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TITLE OF THE COURSE
Modern Dance for the Actor

COURSE CONTENT AND PURPOSE
This course is an introductory class in modern dance techniques. The course is an
introduction to and the application of terminology of modern dance, performance of
basic dance combinations and the exploration of theatrical performances through
modern dance.

EXPECTED LEARNING OUTCOMES
Upon the completion of this course the student will be able to accurately perform a
combination in the style of modern dance.
Also by the end of this course the student will be able to:
1. Develop corporal flexibility, body coordination and musicality.
2. Identify the basic modern dance movements.
3. Critically evaluate dance.
4. Compose short modern dances.

ASSESSMENT METHODS
For studio classes the student must do the evaluations that the teacher has designed,*
but there is room for negotiating if the student wants to change the content of a
particular evaluation. Changes are to be approved by the teacher.
If a student wants to be re-evaluated he/she must request a re-evaluation, but the work
must still be presented on due day.
1st Evaluation = 20%
2nd Evaluation = 20%
3rd Evaluation = 20%
4th Evaluation = 30%
Participation = 10%
Total = 100%

GRADING
[A = 100-90%] [B = 89-80%] [C = 79-70%] [D = 69-60%] [F = 59-0%]
1st Evaluation: Performance Exam
The student will perform a short combination that the teacher will choreograph.
2nd Evaluation: Modern Dance Vocabulary
Option #1: Take an exam on modern dance vocabulary.
Option #2: Develop a learning modulus that teaches the modern dance vocabulary.
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3rd Evaluation: Performance Exam
The student will perform a combination that the teacher will choreograph.
4th Evaluation: Final Performance Exam
The student will perform a combination that the teacher will choreograph and will add
two counts of original choreography.

REQUIRED EQUIPMENT
Dancewear
Jazz shoes or Ballet shoes* (Barefoot dancing will be allowed and encouraged)

WEEKLY SCHEDULE
WEEK 1
Meet and greet
What is modern dance?
WEEK 2
Stretching you body
Musicality
WEEK 3
Learning the performance exam combo
Introduction to Modern dance
WEEK 4
Learning the performance exam combo (cont.)
Modern dance vocabulary
WEEK 5
Rehearsal
Performance exam #1
WEEK 6
Modern dance vocabulary review
WEEK 7
Evaluation #2
WEEK 8
Dancing to Puerto Rican music
Learning the combo for performance exam #2
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WEEK 9
Modern dancing to Puerto Rican music (cont.)
Learning the combo for performance exam #2 (cont.)
WEEK 10
Creating theatrical pieces with Modern dancing
Rehearsal
WEEK 11
Performance Exam #2
WEEK 12
Introduction to choreography
WEEK 13
Choreographing your own pieces
WEEK 14
“In-class” rehearsal
WEEK 15
Final performance exam
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APPENDIX D
SCOPE AND SEQUENCE SAMPLES
Scope and Sequence of Introduction to Devised Theatre (Studio Class)

Trust Building

Lesson
Title

Trust Building #2

Building the Ensemble

Unit

Learning Objective
By the end of the
lesson the student
should be able to:
apply three trust
exercises during a
class or rehearsal
and to define the
basic elements of
collaboration.

By the end of the
lesson the student
should be able to:
perform a successful
exercise as part of a
group.

Activities
- Intro to
Collaboration
Discussion
- Communication
Elements
- Shared
Vocabulary
- The Current
- Stop! Time Out
- Pre-sense
- The knot
- Person to Person
- Blind chicks
- Touch-5
- Bump-cars
- Who called?
- The Cat
- The Vampire
- Mirrors/Reflection
- Figures-2
- Gentle/Violent
- Magic Glove
- Surprise
- Volleyball
- 1-2-3 Fly
- Charades
- E.T.
- Personality Types
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Mastery
Assessment:
Questions
about the
collaboration
elements.
Evaluation:
The students
will do the
exercises
properly.

Assessment:
Entry in
Reflective
Diary
Evaluation:
Presentation of
Charades

Length
of time
1
period

1
period

Movement
Training
Tools for Creating Pictures
Tools for Staging
Found Spaces and
Audience

Performance Exercises

By the end of the
lesson the student
should be able to:
create an object and
animate it without
props or words and
demonstrate the
elements of
collaboration.

- Intermediate
Collaboration
- Machines
- Figures
- Who’s leading?
- Mutations
- The Eggs
- The ball

By the end of the
lesson the student
should be able to:
create a scenic
composition using
the machine exercise
and apply the
elements of
collaboration.

- Cont. Int.
Collaboration
- Space Walk
- The Grenade
- Shadowing
- Repetition
- Organic
Machinery
- Total Machinery

By the end of the
lesson the student
should be able to:
design a short scenic
composition using
“words” and/or
props.

- Good luck charms
- Stroll-thing
- Up-Down
- Prop-ing
- Letter Soup
- Word-ing

By the end of the
lesson the student
should be able to:
create a presentation
and transfer it for
two spaces.

- Keys to find a
space
- The Audience
- Basic theatre
arrangements
- Site Relationship
- Site-specific
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Assessment:
Entry in
Reflective
Diary
- Case Study
on
Collaboration
Evaluation:
Presentation of
Mutation
Assessment:
Entry in
Reflective
Diary
- Case Study
on
Collaboration
Evaluation:
Presentation of
the Total
Machinery
Assessment:
Entry in
Reflective
Diary
Evaluation:
Presentation of
Prop-ing
Assessment:
Entry in
Reflective
Diary
Assessment:
Demo of Sitespecific
Performance
Evaluation:
Presentation in
two spaces

1
period

1
period

1
period

1
period

Image Theatre
Image theatre with
Music

Intro to
Puppetry
Improv and Groupmind
Theatre Games

Creating Performance Art

By the end of the
lesson the student
should be able to:
demonstrate three
image theatre
exercises in a
performance.

- Molding Statues
- Statues-2
- Statues-no
touching
- Me then you
- Abstract-ing
- Complete the
Image
- The Circle
By the end of the
- Son-sacando
lesson the student
- Fast/Slow(motion)
should be able to:
- The Conductor
create a performance - Orchestra
based on a musical
- Giants’ War
piece.
- Abstract Jukebox
- The Musical
By the end of the
- Spoon Puppets
lesson the student
- Stick Puppets
should be able to:
- Bag Puppets
design a puppet of
- Sock Puppets
each type.
- Glove Puppets
- Puppet Museum
By the end of the
- Advance
lesson the student
Collaboration
should be able to:
- Collective Tale
demonstrate the two - With you I say
basic rules of
- The stomach
improvisation and
- Gossip
define groupmind.
- Instant
Playwriting
- Other’s Tale
- The Phrase
By the end of the
- Cat and Mouse
lesson the student
- The Guest
should be able to:
- Scenes from the
create a scenic
Hat
composition using
- Four Corners
two theatre games.
- Lightning or Rain
-When I go to Cali
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Assessment:
Entry in
Reflective
Diary
Evaluation:
Presentation of
Statues

1
period

Assessment:
Entry in
Reflective
Diary
Evaluation:
The Musical

1
period

Assessment:
Entry in
Reflective
Diary
Evaluation:
Puppet Demo
Assessment:
Entry in
Reflective
Diary
- Case Study
on
Collaboration
Evaluation:
Presentation of
The Phrase
Assessment:
Entry in
Reflective
Diary
Evaluation:
Presentation of
Scenes from
the Hat

1
period

1
period

1
period

Narrative
Introducing Text
Final Rehearsal and
Presentation

By the end of the
lesson the student
should be able to:
employ two
exercises in order to
tell a story.

- Cont. Advance
Collaboration
- E.T. Conference
- E.T. Family
- Favorite Martian
- Shared problem
- The true story of

By the end of the
lesson the student
should be able to:
produce a
performance piece
with a text of his/her
choosing and
troubleshoot through
collaboration the
selection of the
text(s).
By the end of the
lesson the student
should be able to:
perform a final piece
using five of the
exercises that he/her
has learned in the
course and generate
a successful
collaboration
environment.

- Negotiating in
Collaboration
- Photo-news
- Rally
- Pre-texts!
- Poems or…
- Monologue-ing
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Assessment:
Entry in
Reflective
Diary
- Case Study
on
Collaboration
Evaluation:
Presentation of
The true story
of….
Assessment:
Entry in
Reflective
Diary
- Case Study
on
Collaboration
Evaluation:
Presentation of
Story

1
period

1
period

Evaluation:
2
Final
periods
Performance &
Final
Reflection
paper on
creating
performance
art and
collaboration

Scope and Sequence of Puerto Rican Theatre History Survey (non-Studio Class)

The True Beginning of
Puerto Rican Theatre

First Puerto Rican
Theatre

The Batey or Indian
Theatre

Lesson
Title

Puerto Rican
Patriotism

The Puerto Rican
Identity

Beginning of Puerto Rican Theatre

Unit

Length
of time
2
periods

Learning Objective

Activities

Mastery

By the end of the
lesson the student
should be able to:
describe in detail the
batey of the Taíno
Indians

- Discussion of the
history of the
Indians of Boriqué
- Description of the
Batey

Assessment:
Questions
about the
elements of
Indian Theatre.
Evaluation:
Paper,
presentation or
model on
Taíno Theatre.

By the end of the
lesson the student
should be able to:
describe the
historical
background of the
beginnings of
Theatre in Puerto
Rico
By the end of the
lesson the student
should be able to:
construct a
definition of Puerto
Rican theatre.

- Discussion of
Lorenzo Ángulos in
the Sainetes

Assessment:
Forum on the
first steps on
Puerto Rican
Theatre

2
periods

- Learning modulus
on the history of
Puerto Rico

2
periods

By the end of the
lesson the student
should be able to:
break down the
historical moments
that define the
Puerto Rican
patriotic movement.

- Dramatic reading
of El Proceso de
1899

Assessment:
- Discussion
about the
definition of
Puerto Rican
theatre.
- Questioning
about the
Puerto Rican
identity.
Assessment:
Students will
write on a
piece of paper
the most
important
aspect of this
week’s class.

- Dramatic readings
of fragments of
plays from the 19th
century

- Group work: The
students will mount
different scenes
from El Grito del
Lares
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2
periods

Theatre of The
Workers
Black Theatre
40s/50s Generation
Women
Playwrights

By the end of the
lesson the student
should be able to:
outline the elements
of the theatre of the
workers and its
functions.
By the end of the
lesson the student
should be able to:
generate aesthetics
awareness to be able
to evaluate different
types of theatre and
distinguish the
elements of Black
Puerto Rican
Theatre.
By the end of the
lesson the student
should be able to:
explain the
importance of the
40/50s generation to
Puerto Rican
Theatre and the
identity of the Puerto
Rican people.
By the end of the
lesson the student
should be able to:
create a presentation
of a Puerto Rican
play from a woman
playwright.

- Re-enactment of
Teatro Obrero
- Lecture on
Rendención
- Workshop on
Aesthetics
Awareness
- Reading Ernesto
Fervres
- Learning Modulus
on Eleuterio Derkes
- Introducing the
Black people of
Puerto Rico
- Lecture on
Aesthetics
Awareness
- Debate of La
Carreta
	
  
- Discussion of
Tiempo Muerto

- Mounting Hacer
Bien al Enemigo…
- Workshop on
gender equality
- Lecture on Voces
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Assessment:
Feedback on
the reenactment.

Assessment:
Collective
definition of
aesthetics
awareness.

2
period

2
periods

Evaluation:
Paper,
presentation or
workshop on
Black theatre.
Assessment:
2
Pop Quiz on
periods
Tiempo Muerto
Evaluation:
Presentation,
scenes or paper
on 40/50s
theatre.
Assessment:
2
Round table on periods
gender equality
Evaluation:
Presentation of
the Scenes

Racial Conflict
New Playwriting
Movement (1st Cycle)
New Playwriting Movement (2nd
Cycle)

Collective Theatre

The Struggle of the Puerto Rican Identity

By the end of the
lesson the student
should be able to:
generate valid
explanations for the
racial situation on
the island of Puerto
Rico.
By the end of the
lesson the student
should be able to:
diagram the struggle
of the Puerto Rican
identity within its
historical
framework.

- Discussion of
Puerto Rican
Identity
- Are we black?
- Learning Modulus
on Francisco Arriví

Assessment:
Guided group
discussion on
Vejigantes

2
periods

- La Tumba del
Jíbaro
	
  
- The struggle with
the Puerto Rican
identity

Assessment:
The students
will draw from
a hat different
terms and will
define them in
front of class.

2
periods

By the end of the
lesson the student
should be able to:
apply the historical
background of
Puerto Rico in order
to explain the plots
of the plays of the
2nd cycle of the new
playwriting
movement.
By the end of the
lesson the student
should be able to:
create a collective
work with Puerto
Rican themes.

- Revolución en el
Infierno
	
  
- The never ending
story of the Puerto
Rican identity crisis

Assessment:
On a piece of
paper put three
elements of the
new
playwriting
movement.

2
periods

- Modeling on
Creating Collective
Theatre

Assessment:
Warm up
exercises on
collective
writing.

2
periods

- Workshop on
Collaboration

Evaluation:
Presentation of
collective
pieces
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Queer Theatre

By the end of the
lesson the student
should be able to:
compare and
contrast the elements
of queer theatre and
non-queer Puerto
Rican theatre.

- Dramatic reading
Esta Noche Juega
el Jóker
- Discussion of
inclusion of the
canon
- Workshop on
queer theatre

Scenic Playwriting
and Experimental
Theatre

By the end of the
lesson the student
should be able to:
identify the elements
of the scenic
playwriting
movement in Puerto
Rico.

- Workshop on
Scenic Playwriting
-Photo viewing of
Experimental
theatre

Final
Presentations
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Assessment:
Guided
questioning on
the similarities
and differences
between queer
theatre and
non-queer
Puerto Rican
theatre.
Assessment:
Identifying
types of theatre
from video
clips.

2
periods

Evaluation:
Final paper,
theatrical
piece, learning
modulus or
special project.

1
period

2
periods

Scope and Sequence of Issues of Multiculturalism in Theatre (non-Studio Class)
Activities

By the end of the
lesson the student
should be able to:
communicate
through the rules of
the class and define
the term of
multiculturalism
By the end of the
lesson the student
should be able to:
define a
microaggression and
list three elements of
the importance of
multiculturalism

- Meet and greet
- Effective
Communication
- Definition of
Multiculturalism
- Trust Exercises
- Bonding
Exercises
- Learning modulus
on the
Microaggressions
Theory

By the end of the
lesson the student
should be able to:
demonstrate how
cultural proficiency
and aesthetics
awareness can help
avoid biases in
theatre

- Roundtable
discussion of
Readings:
Aesthetics
Awareness and
Cultural
Proficiency

Multiculturalism

Learning Objective

Importance of
Multiculturalism

Lesson
Title

Cultural Proficiency

Introducing Multiculturalism in Theatre

Unit

- Color-blind
Racism workshop
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Mastery
Assessment:
Questioning

Length
of time
2
periods

Assessment:
Discussions of
examples and
non-examples
of microaggressions
and/or colorblind racism

5
periods

Assessment:
Discussion of
Case Studies

3
periods

Evaluation #1:
Papers or
Presentations
on
Multicultural
(ism) in
Theatre

Non-Traditional Casting Project
Multicultural Education
Selecting the Season /
Multicultural
Proficiency

Non-Traditional Casting
How to Apply Multiculturalism to Theatre

By the end of the
lesson the student
should be able to:
describe the main
categories of nontraditional casting
and recognize them

By the end of the
lesson the student
should be able to:
list the three main
elements of
multicultural
education

By the end of the
lesson the student
should be able to:
apply the
considerations of
multiculturalism
awareness in order
to design a theatre
season

- History of NTCP
- Roundtable on the
importance of
training in theatre
- Scenarios:
Implications of
traditional casting
- How to practice
NTC?
-Audio On Cultural
Power
- Videos of NTCP
- Homework: Bring
your own examples
- What is
Multicultural
Education?
PowerPoint
Presentation:
- Theory of
Multiple
Intelligences
- Theory
of Learning Styles
- Modeling:
selecting a
culturally sensitive
season.
	
  
- Debate:
Traditional season
vs. multicultural
season
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Assessment:
Examples and
non-examples
of nontraditional
casting

6
periods

Evaluation #2:
Presentation or
Papers on NonTraditional
Casting

Assessment:
Given a
learning
objective
design a
pedagogy
through
multicultural
education

5
periods

Assessment:
Preliminary
(around 10
plays) lists
feedback

2
periods

Evaluations
#3: Selecting a
Season
projects

Multicultural Education in
Theatre
Teaching Techniques
Teaching with Multicultural Education

By the end of the
lesson the student
should be able to:
produce simple
teaching activities
that are culturally
sensitive

By the end of the
lesson the student
should be able to:
list and briefly
describe at least five
different teaching
methods and should
list at least three
elements of how to
select inclusive
teaching material
By the end of the
lesson the student
should be able to:
design a course
using the techniques
of multicultural
pedagogy.

- Modeling on
designing multiculturally sensitive
classes
- Back to basics:
What is theatre?
What is
multiculturalism?
Why do we apply it
to theatre?
- How to:
Design a syllabus,
scope and
sequence, learning
modulus.
- Homework:
Diverse Teaching
methods
- Roundtable on
selecting inclusive
material
- Lecture:
Multicultural
Education
techniques
- Designing diverse
evaluation methods
- Modeling of
taking a traditional
theatre course and
transforming it with
the multicultural
education technique
- Applying the
elements of cultural
proficiency to
education
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Assessment:
Small in-class
presentation of
classes
designed

2
periods

Assessment:
Guided inclass designing
of a rough
draft of a
syllabus and
scope and
sequence if
time allows.

2
periods

Assessment:
Guided Peerto-peer
feedback on
multicultural
theatre
experiences
ideas for
project.

4
periods

Evaluation
#4: Paper,
Presentation or
course on
Teaching
theatre through
multicultural
education

Final
Presentations
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Evaluation
#5:
Multicultural
Theatre paper,
presentation or
an original
presentation

3
periods

APPENDIX E
MISSION STATEMENTS, EDUCATIONAL PHILOSOPHIES AND GUIDELINES
Current Mission Statement
From the Department of Drama’s Manual:
http://humanidades.uprrp.edu/smjeg/manuales/Departamento_de_Drama_Manual1.pdf
El Departamento de Drama se propone, a través de un riguroso programa
académico, fomentar el valor del teatro en la sociedad y su aportación al desarrollo
cultural de Puerto Rico. Tiene como meta dar a conocer a la comunidad universitaria
las obras representativas del teatro universal. Proporciona a los estudiantes de
concentración los conocimientos básicos del arte del teatro y la oportunidad de
conocer de primera mano los retos y problemas que representa el quehacer teatral en
todos sus aspectos. El Departamento es el taller donde se ponen en práctica, por y para
los estudiantes, tanto las técnicas teatrales tradicionales como las experimentales. En
esta combinación de lo tradicional y lo nuevo se gesta continuamente la actividad
creadora.
Translated Current Mission Statement
The Department of Drama’s purpose is to, through a rigorous academic
program, promote the contribution of theatre to society and to the cultural
development of Puerto Rico. Its goal is to promote in the university the most
representative plays of universal theatre. The program provides students with the basic
knowledge of theatre arts and first hand knowledge of the challenges and difficulties
of theatre making in all its aspects. The Department is the workshop where both
traditional and experimental techniques are put in practice by and for the students. It is
in the combination of the traditional and the new that creativity is continually
nurtured.
Proposed Mission Statement
In Spanish:
El Departamento de Drama tiene como propósito fomentar el valor del teatro
en la sociedad Puertorriqueña, su aportación en el desarrollo de la cultura de Puerto
Rico y su preservación. Tiene como propósito dar a conocer el teatro Puertorriqueño,
promocionar la conciencia estética y los elencos no-tradicionales. Así como también,
tiene como propósito dar a conocer las obras representativas del teatro de Puerto Rico
y el teatro universal en y fuera de la Universidad. El Departamento se propone, a
través de un riguroso programa académico, crear un ambiente multicultural donde los
estudiantes de todas las culturas puedan explorar su identidad. Además, de presentar
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situaciones donde el respeto hacia otras culturas sea enseñado. El Departamento crea
un taller donde se ponen en práctica, por y para los estudiantes, tanto las técnicas
teatrales tradicionales como las experimentales. También el Departamento fomenta el
constante cuestionamiento de lo establecido es clave para la creatividad. Y finalmente,
crea un ambiente conciliador entre lo tradicional y lo experimental a través de la
conciencia Puertorriqueña.
In English:
The Department of Drama’s purpose is to promote the value of theatre in
Puerto Rican society, its contribution to the cultural development of Puerto Rico’s
culture, and its preservation. Also, its purpose is to promote Puerto Rican Theatre,
aesthetics awareness and non-traditional casting. Furthermore, its purpose is to make
known the representative plays of both Puerto Rican and universal theatre, inside and
outside the University. The Department will, through a rigorous academic program,
create a multicultural environment where students from all cultures can explore their
identities. Also, the Department will present situations where the respect for other
cultures is taught. The Department will create a workshop, for and by students, where
both traditional and experimental techniques are put into practice. Additionally, the
Department encourages the constant questioning of the established as the key to
creativity. And finally, it creates a conciliatory environment between the traditional
and the experimental through the Puerto Rican consciousness.
Current Educational Philosophy
From the Department of Drama’s Website:
http://humanidades.uprrp.edu/drama
El Departamento de Drama del Recinto de Río Piedras de la Universidad de
Puerto Rico, adscrito a la Facultad de Humanidades, ofrece a sus estudiantes de
concentración una especialización en arte teatral con áreas de énfasis en actuación,
técnica teatral e historia, literatura y teoría dramática. Desde su fundación en 1941
como grupo dramático bajo la dirección de Leopoldo Santiago Lavandero, el
Departamento de Drama se ha ido desarrollando hasta llegar a sur una unidad
académica compleja que ofrece cursos de historia del teatro, teoría dramática,
actuación, pantomima, iluminación, escenografía, vestuario, dicción, producción
teatral, dirección, dirección escénica para maestros y cursos de danza, movimiento y
expresión corporal.
El Departamento de Drama se propone, a través de un riguroso programa
académico, fomentar el valor del teatro en la sociedad y su aportación al desarrollo
cultural de Puerto Rico. Tiene como meta dar a conocer a la comunidad universitaria
las obras representativas del teatro universal. Proporciona a los estudiantes de
concentración los conocimientos básicos del arte del teatro y la oportunidad de
conocer de primera mano los retos y problemas que representa el quehacer teatral en
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todos sus aspectos. El Departamento es el taller donde se ponen en práctica, por y para
los estudiantes, tanto las técnicas teatrales tradicionales como las experimentales. En
esta combinación de lo tradicional y lo nuevo se gesta continuamente la actividad
creadora.
Además de ofrecer el grado de bachiller en artes en humanidades con
concentración en drama, el Departamento colabora con la Escuela de Educación en el
ofrecimiento del bachiller en artes en educación con concentración en teatro. En los
últimos cinco años ha estado ofreciendo cursos de danza-movimiento y expresión
corporal hacia la obtención de un certificado regular de maestro en esta disciplina.
Igualmente, ofrece cursos requisitos para la concentración de la Facultad de Ciencias
Sociales, la Escuela de Arquitectura y la Escuela de Comunicación.
La labor propiamente artística del Departamento se manifiesta a través de tres
ramas principales: el teatro universitario, el teatro rodante y el teatro experimental,
además de producciones estudiantiles de los cursos de dirección escénica. Otras vías
de expresión son los montajes con las comunidades de los Teatreros Ambulantes a
través del curso actividades dramáticas (TEAT 4111- 4112) e hincapié (grupo de
danza moderna que surge de las clases de danza-movimiento y expresión corporal).
Mediante una rigurosa disciplina, el Departamento de Drama procura servir de
vehículo artístico y cultural para el desarrollo de los estudiantes de la sensibilidad
estética. Se propone, además, dar a conocer a sus estudiantes las obras representativas
del teatro universal, a la vez que les proporciona los conocimientos básicos del arte del
teatro y la oportunidad de conocer de primera mano los retos y problemas que
representa el quehacer teatral en todos sus aspectos. El Departamento es el taller
donde se ponen en práctica, por y para los estudiantes, tanto las técnicas teatrales
tradicionales como las experimentales. En esta combinación de lo tradicional y lo
nuevo se gesta continuamente la actividad creadora.
El Departamento de Drama visualiza al teatro como un quehacer inter, multi, y
transdisciplinario que vincula el estudio y la investigación académica con la creación
artística. En tal sentido, el teatro como arte de las artes estimula la sensibilidad,
provoca la reflexión y reta la imaginación.
Translated Current Educational Philosophy
The Department of Drama of the University of Puerto Rico, Río Piedras
Campus, under the Faculty of Humanities, offers to its student a major in theatre with
emphasis on acting, technical theatre and history, literature and dramatic theory. From
its foundation in 1941 under the direction of Leopoldo Santiago Lavandero, the
Department of Drama has been developed to become an academic unit that is complex
and offers classes in theatre, dramatic theory, acting, pantomime, lighting, scenery,
costume, diction, theatre production, directing, stage directing for teachers, and classes
in dance, movement and corporal expression.
The Department of Drama’s purpose is to, through a rigorous academic
program, promote theatre in society and its contribution to the cultural development of
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Puerto Rico. Its goal is to promote in the university the most representative plays of
universal theatre. The Department provides the students with the basic knowledge of
theatre arts and to know, first hand, the challenges and difficulties of theatre making in
all its aspects. The Department is the workshop where both traditional and
experimental techniques are put in practice by and for the students. It is in the
combination of the traditional and the new that creativity is continually nurtured.
Additionally to offering the bachelor’s degree in arts in humanities as a drama
major, the Department collaborates with the School of Education and its offering of
the Bachelor’s in Art in Education in Theatre. In the last five years, the Department
has offered classes in dance and movement, which provides the opportunity to obtain a
teacher’s certification in these disciplines. Also, it offers classes that are required for
the Faculty of Social Sciences, the School of Architecture and the School of
Communication.
The artistic activity of the Department is manifested through the main vessels:
the Teatro Universitario, the Teatro Rodante and Teatro Experimental, and, with the
productions by the students of stage directing. Other ways of expression are the
productions of Teatreros Ambulantes through the class of Dramatic Activities (TEAT
4111 – TEAT 4112) and Hicapié (the group of modern dance that comes from the
classes of modern dance and corporal expression). Through rigorous discipline, the
Department of Drama serves as an artistic and cultural vehicle for the development of
the student’s aesthetic sensibility. Also, its purpose is to promote to the students the
universal theatre, and, at the same time, give them the basic knowledge of the theatre
arts and the opportunity to experience firsthand the challenges of theatre making in all
its aspects. The Department is a workshop where both traditional and experimental
theatre techniques are put in practice by and for students. It is in the combination of
the traditional and the new that creativity is continually nurtured.
The Department of Drama envisions theatre making as an inter, multi and
transdisciplinary field that links study and academic research with artistic creativity. In
that sense, theatre as the art of arts, stimulates sensibilities, provokes reflection and
challenges the imagination.
Proposed Educational Philosophy
In Spanish:
El Departamento de Drama de la Universidad de Puerto Rico Recinto de Río
Piedras está comprometido con la educación multicultural. La educación multicultural
se define en crear un ambiente que elimina los prejuicios de la educación tradicional y
produce inclusión curricular. El Departamento, a través de un currículo riguroso y
balanceado, diseña una educación que asegura acceso y oportunidades equitativas. A
través de una oferta balanceada de experiencias prácticas y teóricas, con formas
tradicionales y experimentales un currículo de igualad puede ser logrado.
Las técnicas educacionales deben variar entre modelaje, ejercicios de estudio,
conferencias, talleres, módulos de aprendizaje, proyectos de grupo, creación de
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elencos, clases maestras y otras. Para asegurar que todas las habilidades sean incluidas
igualmente se debe tener diversidad en términos de las métodos pedagógicos. Como la
teoría de las inteligencias múltiples nos dice, para alcanzar el potencial de los
estudiantes debemos proveer las oportunidades que capitalizan en todas las
inteligencias. Por otra parte, educación teatral debe enfocarse en el uso de tecnologías
más recientes para traer el teatro al siglo XXI. Si como educadores, fomentamos la
modernización del arte teatral, no solamente lo mantenemos en el presente, si no que
también aseguramos su sobrevivencia. Con organización, el uso de nuevas técnicas y
la colaboración con los estudiantes, el Departamento creará un currículo interactivo
auténtico. Ese currículo interactivo debe ser centrado en los estudiantes y enfocado en
la sociedad Puertorriqueña. Por esta razón es que debemos forjar conciencia ciudadana
a través del arte. Los educadores somos facilitadores del aprendizaje, pero como
facilitadores no podemos imponer nuestras preferencias estéticas a los estudiantes,
pero fomentar la conciencia estética. Esta conciencia estética ayuda a los estudiantes a
entender otras formas teatrales sin prejuicio. Debido a esto la enseñanza de conciencia
estética es el núcleo del programa.
El propósito del teatro en Puerto Rico ha sido la preservación de la cultura.
Una vez los estudiantes entienden el rol vital del teatro en su lugar de origen, entonces
ellos apreciarán el teatro de otras culturas. También si enseñamos a los estudiantes la
importancia de la educación y el entrenamiento entonces aseguraremos que ellos
tendrán los más altos estándares para sus prácticas teatrales. Esta sensibilidad ayudará
a los estudiantes a entender temas como la diversidad y los elencos no-tradicionales.
Por esto, el Departamento esta comprometido con prácticas educacionales
multiculturales. El Departamento también está comprometido con los elencos no
tradicionales en todas sus actividades. El Departamento de Drama también cree el
aspecto más importante en la educación es la colaboración. Las clases y las
actividades pedagógicas en el programa están diseñadas para que los estudiantes
aprendan colaboración y puedan practicarla en todas las experiencias educacionales.
Por eso, colaboración en todos los niveles es recomendada y practicada.
Adicionalmente, la colaboración entre diferentes artistas es esencial para el desarrollo
de un artista creativo.
In English:
The Department of Drama of the University of Puerto Rico, Río Piedras
Campus is committed to multicultural education. Multicultural education is defined as
creating an environment that eliminates the biases of traditional education and
produces curricular inclusion. The Department, through a rigorous and balanced
curriculum, designs an education that assures equal access and opportunity. Through
balanced offerings of both practical and theoretical courses, and with traditional and
experimental forms, an equal opportunity curriculum can be achieved.
Educational techniques must range from modeling, studio exercises,
conferences, workshops, learning modulus, group projects, ensemble building and
watching the masters and others. In order to assure that all learning abilities have been
equally addressed we must have diversity in pedagogical methods. As the theory of
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multiple intelligences tells us, in order to reach each of our student’s potential fully we
must provide opportunities that capitalize on all intelligences. In addition, theatre
education should have an emphasis on using current technologies in order to bring
theatre to the 21st century. If we, as educators, encourage and allow the modernization
of theatre we not only stay current, but also we assure its survival. With organization,
the embracing of cutting-edge techniques and collaborative work with students, the
Department will create an authentic interactive curriculum. That interactive
curriculum must be student-centered and focused in the Puerto Rican society. That is
why it is important to develop citizen’s responsibility through art. As educators, we
are facilitators of learning. As facilitators we cannot impose our aesthetics to the
students, but encourage aesthetics awareness. Aesthetics awareness helps the students
understand other theatre forms without prejudice. That is why the teaching of aesthetic
awareness is the core of the pedagogy of the program.
The purpose of theatre in Puerto Rico has been the preservation of the culture.
Once the student understands the vital role of theatre in his/her place of origin, then
he/she will be able to appreciate the theatre in other cultures as well. In addition, if we
teach students the importance of education and training, we will be securing the high
standards in their theatre endeavors. This sensibility will help students understand
issues like diversity and non-traditional casting. For this reason, the Department is
committed to multicultural educational practices. The Department is also committed to
non-traditional casting in all of its endeavors. The Department of Drama also believes
that one of the most important aspects of theatre education is collaboration. The
courses and pedagogical activities in this program are designed in order for the student
to learn collaboration and practice it in all educational experiences. Therefore,
collaboration at all levels is encouraged and practiced. Also, the collaboration between
different arts is essential to the development of a creative artist.

Proposed Guidelines for Casting Practices
In Spanish:
1. Todos los estudiantes pueden audicionar para todas las obras.
2. Elencos no tradicionales, conscientes de raza e inclusivos serán empleados y
requeridos.
3. Los procesos en las audiciones deben ser respetados:
a. Ningún estudiante que no este preparado u olvide su material de
audición puede pasar a la ronda de callbacks.
4. Ningún director puede considerar la raza o el color de piel de un actor, al
menos que el color de piel sea intrínseco a la historia de la obra.
5. Los estudiantes pueden expresar su interés en personajes específicos en la
forma de audición.
6. Los estudiantes pueden ser understudy (“suplente”) de un personaje con el
avalo del director o el asesor de elencos.
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7. El entrenamiento de los estudiante añadirá puntos adicionales al sistema de
puntos de la forma de audición. El aspecto de entrenamiento que será
considerado para puntos adicionales cambiará de obra a obra.
8. Los años de experiencia del estudiante debe ser parte de la discusión cuando se
hagan decisiones finales en selección de elencos.
9. La selección de elencos en el Departamento se tratará como elencos de
compañías donde hay un sistema de rotación.
10. Los estudiantes del Departamento tienen prioridad en la selección de elencos.
Ningún estudiante fuera del Departamento debe ser seleccionado en un elenco,
al menos que no haya ningún actor disponible dentro del Departamento. (Coproducciones con otros departamentos están exentas de esta regla.)
11. Ningún estudiante debe obtener roles principales consecutivos.
12. Todos los estudiantes deben tener la misma oportunidad en ser seleccionados
para participar en obras.
13. Estudiantes en la sub-concentración en actuación tienen garantizado un rol
principal y un rol secundario en o antes de su ultimo año.
14. Todos los estudiantes de segundo y tercer año, y todos los profesores serán
requeridos a asistir a un taller de elencos no tradicionales cada año.
15. Los profesores y los estudiantes se les recomienda que practiquen elencos
inclusivos, no tradicionales y consientes de raza.
16. Todas la decisiones en selección de elencos deben ser aprobadas por el asesor
de elencos.
a. El asesor de elencos tiene el poder de veto en todas las decisiones en
selecciones de elencos.
In English:
1. All students will be allowed to audition for all the shows.
2. Inclusive, non-traditional and color-conscious casting is to be employed and
enforced.
3. The audition process is to be respected:
a. A student that is not prepared or forgets the audition material can’t pass
to callbacks rounds.
4. No director can consider race or skin color of an actor in casting decisions
unless race or skin color is intrinsic to the story of the play.
5. Students will be able to express their interest in specific roles on the audition
form.
6. The students will be able to understudy a role when approved by the director or
the casting advisor.
7. The students’ training will add extra points in the rating system of the Audition
Form. The training to be considered for extra points will be discussed from
play to play.
8. Experience must be factored in when making final casting decisions.
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9. Casting within the Department should be treated as a company casting, where
there is a rotation of casting.
10. Priority is given to the students from the Department when casting plays. No
student outside the Department should be cast unless there is no one from the
Department available to play the role. (Co-productions with other departments
are exempted.)
11. No student should be given back-to-back lead roles.
12. All-students should have an equal opportunity to be cast.
13. Students in the acting track are guaranteed a lead role and a supporting role by
their senior year.
14. All upper-class students and professors are required to attend a yearly
workshop on non-traditional casting.
15. Professors and students are encouraged to practice inclusive, non-traditional
and color-conscious casting in their extracurricular endeavors.
16. All casting decisions are to be approved by the casting advisor.
a. The casting advisor has the power to veto a casting decision.
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APPENDIX F
SUGGESTED AUDITION FORM
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APPENDIX G
FEEDBACK FROM PUERTO RICAN AUTHORITIES
José L. Ramos Escobar, PhD
Dean of Humanities of the University of Puerto Rico, Rio Piedras and Playwright
In Spanish:
La propuesta curricular diseñada por Teddy Rodríguez está bien estructurada, con
balance entre las materias y una perspectiva inclusiva que logra trascender los
acercamientos tradicionales a los estudios teatrales. El alcance de los cursos y su
diseño están fundamentados en conceptos pedagógicos sólidos. Es un gran aporte a la
perspectiva multicultural que debe nutrir los estudios universitarios.
Translated to English:
The curricular proposal designed by Teddy Rodríguez is well structured; it is balanced
between subjects and an inclusive perspective that achieves in transcending the
traditional approaches in theatre studies. The scope of the courses and their design are
sustained with solid pedagogical concepts. It is a large contribution to the multicultural
perspectives that should nurture college education.
Roberto Ramos-Perea, PhD
Director of the Puerto Rico’s National Archive and Playwright
In Spanish:
Leí con mucho detenimiento todos los currículos y propuestas de evaluación que me
mandaste para tu proyectado Departamento de Drama. En principio me pareció muy
completo, amplio y que contiene en su mayoría, los delineamientos necesarios para un
entrenamiento básico en el arte dramático con énfasis en Puerto Rico y el teatro de su
Historia.
Translated to English:
I have read with a lot of care all the curricula and proposal of evaluation that you sent
me for your potential Department of Drama. At first it looks very complete, abundant,
and it contains, for the most part, the necessary delineations for a basic training in the
dramatic arts with an emphasis in Puerto Rico and the theatre of its history.
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Notes about the feedback
1. The writers of this feedback were provided with the current and proposed
curriculum, all the syllabi, the new mission statement, and the new educational
philosophy included in this dissertation.
2. The writers were given around a month to provide the feedback.
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APPENDIX H
RESULTS FROM IN-CLASS SURVEY

Initial Questionnaire

(January 16, 2013)

Purpose
The purpose of this questionnaire is to assess the knowledge on multiculturalism before the class.
The questionnaire is anonymous and it is for research purposes.

Demographics (Mark all that apply)

Gender:

Male (5) 23.8%
Female (16) 76.2%
Other: (0) 0%_____________________

Race/Ethnicity:

Caucasian (11) 52.4 %
African American or Black (2) 9.5%
Hispanic or Latino (7) 33.3%
Asian (0) 0%
Other:___________________________
Mixed (2) 9.5%
Indian (1) 4.8%

Sexuality:

Heterosexual (15) 71.4%
Homosexual (Gay or Lesbian) (2) 9.5%
Bisexual (4) 19.1%
Intersexual (0) 0%
Transsexual/Transgender (0) 0%
Other: (0) 0% _____________________

Spoken Languages:

English (21) 100%
English (as a second language) (0) 0%
Spanish (3) 14.3%
Spanish (as a second language) (2) 9.5%
Other: (0) 0%_____________________
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Religion:

Christian (15) 71.4%
Non-Christian (0) 0%
Agnostic (2) 9.5%
Atheist (1) 4.8%
Jewish (0) 0%
Muslim (0) 0%
Other:____________________________
Catholic (1) 4.8%
Hindu (1) 4.8%
None (1) 4.8%

Nationality:

American (18) 85.7%
Mexican-American (4) 19%
Asian-American (0) 0%
Non-American (0) 0%
Other: (0) 0%_____________________

Survey (mark only one)
Yes/no
Do you know what multicultural education is?

Yes (9)
42.9%

Do you know what non-traditional casting is?

Yes (12)
57.1%

Do you think there are current race inequalities?

Yes (18)
85.7%

If yes, do you think these inequalities apply to theatre?
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57.1%

Yes (17)
81%

Do you think there is lack of inclusion in theatre arts?

No (12)

Yes (13)

No (4)
9%
No (9)
42.9%
No (3)
14.3%
No (6)

61.9%

28.6%

Sometimes (1)

Blank (1)

4.75%

4.75%

Have you ever participated in a play that practiced
some sort of non-traditional casting?

Yes (10)
47.6%

No (11)
52.4%

Open Questions
What do you think multicultural education is? Write a one-sentence
definition.
•

I would assume multicultural education is the descriptive learning of the
inequalities or applications amongst cultures.

•

Multicultural education (I think) is teaching material to a group of people
keeping in mind their cultural backgrounds in order to create a greater
understanding pertaining to what they “know.”

•

The study of different cultures; their philosophies, values, and
background.

•

I believe it has to do with the study of different cultural beliefs.

•

Using ideas from all different cultures in the application of a classroom.

•

The discussion or topic of other races & how to coexist.

•

Learn not only about our culture, but others as well.

•

A style of teaching created to incorporate all types of learning to be more
beneficial for all students.

•

Information about different cultures and multiple forms of art.

•

Learning about the many different cultures in our world.

•

Teaching in a way that targets strengths of different groups.

•

Education that focuses on teaching without regards to Anglo culture.

•

Teaching in a way that allows different learning styles to work.

•

Education that is conscious of all cultures, their histories, and their values.

•

Educating people about issues regarding different cultures.

•

Teaching about multiple cultures.

•

Education that explores how race fits into education.
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•

I believe that multicultural education deals with race, ethnicity, gender,
and many other issues and learning about diversity.

•

Education about or catered to a variety of cultures.

•

Education of several different cultures.

•

Educating about all the different aspects of race, religion, and gender.

What do you think non-traditional casting is?
•

Non-traditional casting is when the casted person may not fit the
traditional inspiration for said character.

•

Casting people in roles not typically given to their “type” Ex: Crosscasting.

•

Sorting of people of different races in an uncommon manner.

•

Non traditional casting I believe is when you cast by race or gender, etc…

•

Forgetting or ignoring what the typical casting is supposed to be in a play
and casting in some other manner.

•

When a man is casted in a women’s role or vice-versa.

•

Casting not based on the way the way it was originally intended to cast.

•

Casting against gender or race of the character.

•

Sort of the opposite of type-casting but more or so open to specific people
and excluding others from auditioning.

•

Only open to certain people/race/gender/etc.

•

Casting with indifference towards race/gender, or purposely casting
against the original intent for character.

•

Casting without taking into account age, sex, race, ethnicity.

•

Casting someone who is in some way different from what the play calls
for or others have done.

•

Actors are cast outside of type for the roles they play.

•

Casting beyond a specific race/ethnicity the character calls for.

•

Taking a twist on race and gender while casting
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•

It’s when a minority is casted, in a white role.

•

I believe non-traditional casting is casting diverse races or genders in
roles based on pure talent and not stereotypes or appearances.

•

Casting outside the assumed or prescribed idea for a character.

•

Casting not based on race or gender.

•

Casting parts independent of gender or race.
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APPENDIX I
HUMAN RESEARCH PROTECTION PROGRAM (HRPP) APPROVAL
LETTER

230

