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~Three years ago at a New: England- RenalssanCe Soclety Conference, one of
the main top1cs of casual conversatlon was the falllng enrollment in Rena1ssance

courses. The gist. of these discussions was that unless the Rena1ssance has a

-

rebirth amongsstudents, it may disappear in many colleges. The 11vely culture

v

~of the sixteenth and seventeenth centuries remaihs on every liberal arts\cam—

pus where choral groups 31ng madrlgals and theatre groups present performances
\

of Shakespeare. But these are ’p“CIEl events, separated from the dally llfe"

of the average student in colleges that emphas1ze the culture of contemporary

-~

soc1ety--no~Lat1n, no Greek, and Jdittle Shakespeare. Because of our convic-

tlon that saturatlon in the Renalssance 1mag1natlon is of value to all students,
-

we developed a course called."Experlments in Renaissance Theatre" as part of
our. college s General Studles curriculum. : . o x

F ®

leachlng as 1gnments mn college\general educatlon ‘programs are a great
part.of the work of) most facultles of language and llterature today.' It seems:

sens1ble then that .we should develop methods of using our fields of greatest

-~

”competence to teach the skllls of writing and Speaklng to the general studentd

. >

'As a result we may be ble to contlnue to work in our areas of speclallzatlon

Y ~ .

as well as to awaken stuﬂent interest 1n these speclaltles. _"Experlments in
N :

‘ Renaissance Theatre" opened the field of Ellzabethan and Jacobean drama to

some students who had never heard those words and tg $Ome who might not have oA
Ce

been able to. read or to pronounce them. By the end Jf the course, every stu- o )
'fdent had helped to produce a scene from several plays and had also‘%?ted in - \ )

them. In addltlon, ‘students had learned the 1mportance of vividy detalled
: &
wrlflng by keeplng d1ar1es 1n whlch they had desc 1bed rehearsals and per—
formances and cr1t1c14£d themlln terms of seconda&y sources they had read
. R ﬁ . -
¥ ' e 1 ‘ -
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The course not only opened the Renaissance to the people who are what

John Hurt Fisher‘calls "our neﬁ clientele',"'2 it also offered students an op-
portunlty to become acquainted with dramatic arts. Although.ln past English
courses, teachers have made fine distinctions between the narrativeztechnique
and. the dramatio, the differentiation assumes that students have a rough ‘:
knowledge of the meaning of the words "story" and "play." However,.teachers
.nho listen'carefully‘to student—céntered discussions may hear unwelcome news.
When groups of students are asked to choose a play for discussion, they may

: in fact bring a short story to class. Not only have students never read plays,
Ithey often have never been to a professional performancé; some have also never !
seen ornapﬁeared in anylschool production. 'The theatre could indeed becohe
the archaic art that some filn "huffsﬁ say it is,dunless we as teachers begin.

to create a lively audience for modern thea¢re companies by~acknowledgiJg

\
| %

that we must teach "our new clientele” what a play is and how their sensitivities

-
«

can be increased by enjoyment of dramatic'arts.

lee students in many colleges, the students at Rhode Island College

S

Aprlmarlly .the first generation of the1r family to be college educated and
they are limited in verbal ablllty 3 We see the consequences of. these facts .
in the students’ difficulty w1th articulation of 1deas in both writing and

speech. Poorer than the mean of fourryegr college students, maqzﬂhode Island

b

{

~College students must combine- rking . with commuting, and they have llttle

tlme for study in strange and d f1cult fields. As.a result, in 3 oductory

drama courses they often. gree‘ r f1rst assignment in Shakespeare with

hOStIllty. Yet these same stuignts'in\"Experiments,in'Renaissance Theatre"”

*

.. not only read Elizabethan and Jacpbean_plays,.thqy,enjoyed them._~'“.

OQur course was offered to ‘two different sets‘of students in two consecu-

tive semesters--in the spring qf\397u and aga1n in th ;fall of 1974. Becduse’
the course’ was part of the Genﬁﬁaﬂ Studies curri ulum, only one’ of th} ty fbur

9 . N
. . L. -
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sﬁudents in the two semesters was an English major and only three were majors
1 . ' )
- in Speech/&heatre, the others specialized in medical technology, mathematics,
| : ’
» socidl studies, special education, psychology, art, French, music, elementary

ed cation, and 1ndustr1al arts. Their variety of 1ntellectual 1nterests meant

\
}

/
not qnly that some were readlng Engﬂlsh Renaissance plays for\the flrst tlme

jbut also ‘that some brought into the course very little previous experlence

ﬁ

at ﬂead;ng sophisticated literature and writing .about it.

For students w1th so0 llttle background or interest in llterature, the best
' way to teach'dramatlctarts is in the active  and creative participation of stu-

\

dents and ‘faculty ln workshop—courses>that can Hemonstrate aesthetic and criti-
eal theories in practice. By throwing 1neXper1enced students into the midst
of the problems of theatrical production and for01ng them to dlscover a solu-
tlon, we can——throwgh cr1t1c1sm and dlscu551on of the solutlonv-eXplore the
the0f1es and princi . 3 wh;ch form the foundation of theatre a?fgéghzt’the
samektime we ean awakei in them an enjoyment of drana. The'method of approaeh
. that we usé in "Experiments in'Renaissan e lheatreﬁ was to encourage the stn—
-dents to studsa play by themselves in spi of its apparently difficult vocabu- -
lary and sentence stfucture,'and'then to experiment with the staginé of scenes
in such a way'as"to hnﬁngvthe meaning of the script to iife for themselves
and ‘for a eontemponaty audience. This experjrnentation sometimes resulted in

o Variations of dialogue, setting,.costumes or audience placement, but we urged
the students to be true tokthe 1ntent of the playwrlght We stressed elements
-of theatre productlon as well the dramatlsztructure of the plays for four

reasons. First :ac alntance w1th all aspects of. the theatre will encousage

.students,‘even those who lack theairlcal talent to appreclate dramatlc arts,

o,
- D%

and to become a mature theatre audience. Second, engagement in productlon is
the best way to help students to visualize the drama and to begln to think of:

| it as pPays that”are acted, not just as scripts that are pread. Third; the‘

%.‘.."" 4 : .| | -
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process of producing a play and the growth of a student's understanding of

the authcr's intentions are i::%?ieiated. Enlarged understanding of a script
and the hreparation of a produttion is a spiraling ﬁrocess that'iSNESpecially
appropriate to tﬁe'study of plays written in a language as difficult for con-
temporary!stSEZnts as.is.Eliiahethan English.u Finally, in a theatre-workshop
each diff%culty that arises can be the source of nem insights into the play .

R . Loy
and into the theatre arts. . ‘ . °

p

In each semester that we taught "Experiments,in Renaissance Theatre,™
we subdivided tHe class into smalier producing gropps——with seQen students
in each.group; —After discussign,of Renaissance /theatre companies we sug-
gested that each group think of itself as a miniature theatre company and 9
plan f1ve- to ten-minute performances from the assigned plays. In the five
scenes performed, the stwdents divided the labor among themselves. They
decided who would direct the scene and coordinate each producticmﬂho would

* act, and who' would be stage manager. We required that the .stage manager con-

3 é
struct mlnlature promptbooks for each performance, due on the day of perfor-

magceis 'Since these. various duties were rotated throughout the se‘ester, each
student had a var1ety of opportunltles to learn the work of all members of a
theatre company .
+.The ‘theatre companles met in class for two hours, two days a week. Of
course, the more tbpy rehearsed out51de of class, the hetter performances
~ they gave, and some were remarkable indeed. The college scheduled our ciass
the first-semester\inﬂtwo small rehearsal rooms and a small theatre, ideal
. for arena‘berformances and with ail the lights and dimmers'fhat anyone needed
'for_imaginative productions. But the second semester we were a551gned a r1g1d

*

(proscenium stage with few llghts and no dimming system. The students met

~.

this difficulty creatively. For example? the director of a performance of
scenes from John Lyly's .Gallathea bronght_a few portable lights to that stage

, oo .
. ST o . | |
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to enhance the other-worldliness of the spectacle of Diana's nymph running

from Cupid, and at the performance of John Ford's 'Tis Pity She's a Whore,

the audience sat on the stage at the edge of the violent actipnf Even in
I\this émateur production, we felt that we were drawn out of this world and ,

out of ourselves int? the stage action as participants. The action on stage,

however, seemed'like reality? ﬁot fietion. 7 [

- With each new production, enthusiasm gret, and the theatre cempanies be—l
gl toecompete againstd'ach other to ?erfect their -performances, even though
we tried to diseonrege competition. As could bebexpected, the rivalry some;
‘times caused groups to out—pertorﬂ themselQes, but there were other times
when it was detrimental because it occasioned ovetly'Critical'requnses to
each other's berformances. The-competition was so intensé at times that they -
seemed only to hear our criticism and not our\praise. In both Se@esteZs, we .
found that A particular group which felt attacled by another would become so
defensive that we had our own War of the Theatres. Naturally, we used tﬁe '
occesiee to discuss historic rivalry'ﬁetween companies and the role of com-
petition in artistic‘%ehievement. Se;erei times students suggested that we
rotate stﬁdentd'from group to gtqup or establish new groups for each new
unit in ordet_to avoid the groﬁth ofrrivalfQ. We vetoed this suggestion;.
however, because we had found in previ;ﬁs theatre workshops that it sometimes

" takes two units or more for gfoup rapport to be establisﬁed and'the‘grpup

to become effective as a production ensemble. - )

_ In addition to the requlrement that each student take: an acti;e role in
;hls theatre company, we also requlred the students to wrlte 1nd1vmdual journals .
'abput-thelr experlences.. In_descrlblng thls a551gnment to the students, we .

specifically required.discussion of the plays both as literature and per-

formance. We stressed that each 1dg should contain in-depth discussioh of the

e Lo )
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assigned play, that it should use at least two secondary sources per unit,
and that it should record the studcnt's responses to class dlSLuSSLan and to
rehearsals and performances from the point of view of an active participant
and of a member of the audience. Naturally, the students displayed varying
degrees of sophlstlcatlon in their Journals. For the one English major in
the course, the log became a detailed criticism of cach play. She discussed,
for examp}e V.A. Kolve's.cssay, "Everyman ‘and the Parable of the Talents."6
Her reading called attention to f1nanc1al‘metaphors as sustalnlng the theme
of the play through_the poetry, and these ddeas became relevant to the play
as she directed it. The other students read more general critical materials,
but the final journals were all informative by the end of the course, and
showed that students had increased their‘writing ability as well as their
understandinc‘of both the Rénaissance and the thetre Stndents whose
‘f1rst entrles were simply br1ef records of their personal movements, at the
: end of the course were wr1t1ng v1v1d detalled anecdotal accounts of rehearsals.
Those who at first totally 1gnored the play as llterature learned to compare
their’ own ideas of the draMa W1th those of scholars and to arrive at their -
own conclusions, and\as-they learned more, they rewrote their earlier entries
to improve thei? sentence structure and use of‘detail. Some also had to learn

the difference betweenwfact and opinion. In rewriting their logs, some stu-
1 ‘ AN

dents, whose disciplines did not require stylistic revisions and whose ‘pre-

v . .
vious work was primarily concerned'with facts, were unfamiliar with the dis-

tinction™ between cr1t1clsm of thelr style and a difference of oplnlon about
content. For example,'one student who praised a performance in the first

H
unit of her log, cr1t1c1zed it in her revision because we- had dlsagreed with

b
r the first time that in

,'heg,ln the margins. Thus, some students learne_
the arts, opinions‘often‘differ. We required the jou nals to be completed
after each unit--or approximately every two and one-haflf weeks. At, the end:

-~

L\
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.We did not emphasize, for ex/

s

-7- .
of the course, the logs varied in length from fifteen to forty typewritten
pages, but they all showed a growth in understanding of the theatre and in

writing gkills. In marking the students,'we valued these journals as fifty

per cent of the work of the course. The other half of their grade.was de- -ﬂb
~ . .
termined by their diligeﬂce and improvement in theatrical productions.

L\
In the theatrical performances,” our emphasis was always placed upon the

L

educational process rather qg:n\upon—anolished "professional production."

ple, stage diction or Renaissance English

: dialects.J Instead, we tried to stress correct modern pronunc1at10n and clear

artlculdtlon Nor did we require memorization of the text but left that
dec1s1on'to the producing groups. Our aim was that the stjgents develop

enough familarity with the text $o that the scripts that they carried would .

_not intrude upon the rhythm or dramatic flow of the scene and so that the

author's intent could be communicated.

Eacﬁ_Semester at the beginning of,the coufse; fhe students were very
uneasy about the Renalssance Engllsh in which "the plays were written. They
d1splayed thelr 1ll -ease by both evasion and' innovation. The first semester

that we taught the course, one theatre company confronted w1th the assign--

_ment to produce a scene from Gammer Gurton' s Needle, spent an inordinate

amount of time trying to locate a modernized version of the play by Raymond
Picozzi which had been produced on campus the year before. The other two

groups, dealing with medieval Noah and Crucifixion plays rewrote the familiar

stories in contemporary language. The group presentlﬁg Noah worked’from a -

contemporlzed scenarlo, improvising the lines as they performed--like a latter-
day. commedia troupe. They maintained the conventional arguments between Noah
and his‘wife but added modern stepticism to Mrs. Noqhis,traditiohal contempt
for her husband. Noah's Wife.asked'why, if God were so powerful, did he not
: ‘ : {
/

8 ,
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.build the boat himself? They also characterized Noah's Wite as a woman of
questionable virtue. The result was to maintain the traditional alienation
between the audience and Noah's Wife ig spite of the innovative production.
They also increased audience sympatﬁy tor Noah, beleaguerad by a contemptuous
wife and by the improbabilities to which he committed himself, by staging a
delightful solo ‘dance of - faith for Noah as he awaited the flood. The group

performing The Crucifixion rewrote it in the vernacular of the '70's with

one interesting exception: The Renaissance dialogue was retained for the
speeches of Jesus in order to accentuate his difference from the soldiers.
* The Roman soldiere, clad in military khaki, were chil¥fing as they led Jesus
to the cross., His innoeence was emphasized by his naked torsg, in contrast
to their uﬁiforms. These innovations, which increased their confidence in
their own production abilities, were also effective dramatically, but they

were clearly a sign of the students’ discomfort with a Renaissance English

-

script.
Therefore, the second semester that we taught the course, we lessened

the studentst fearvof language by reqeiring them to make a recordipg of a

play as- the first assignment so that they could concentrate on language Elqne.

This class made no attempt'in any unit to make gress changes‘in-script. Their
" discomfort with moving into an earlier period of history was shown iestead'

by their insistence on ﬁodernizing their-first'productions, Eyeryman and
’Volpone. The ﬁirector of Everyman was the énglish student. \15 her journal

ishe later questioned her own decision to plece God beftind a desk on stage
throughout the\play, conducting "the buezness of»the universe."” She records

in her journal_that FrC.Canfield in The Craft _Q_f_ Play D;#ﬁ;ré'comﬂiendé / -
" a distinctive .approach or different design7 when reviying ‘oid,play.‘jghe -

¢ >, .
fbund however that her "attempt at a "new look' turned into too much of a
i

novelty.” She criticizes her own use of gimmicks, such as a tape recorder

that interrupted the action with modern forelgn language appeals to God. ) 'S)

3

[KC’the" ‘student, a psychology major Wg\ulhle.d_the_nm_qﬂ_ﬁad_in_thm nroduc -

wll Toxt Provided by ERIC
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tion, noted In her log that from reading T.W;_Craik'sjﬂg;j&gkg:jgtgrlngga
she learned that our student productipn had by accident developed similarities
to a Tudor production. The students had dressed God as a police chief, a
figure of authbrity today, just as the Tudor God was dressed like an Em-
peror or Pope. The Tudor God carried a.scebtne, while the student God carried
a billy-club, the."modern sceptre.” from her critical reading, the same student
learned that medieval productions probably placed Heaven stage right and Hell
on the left, exactly the Setting that the students wuséd. She remarks, "Much
of the symbolism came naturally to us, which is an interesting comment on the

Y

nature of religious sentiment and its _symbolism."

The similarities that the students noted between contemporary rellgloue
sentiment and RenalssancgJexpre551ons of belief demonstrate ghat we need not
have feared that the themes of Renaissance plays would be too remote for modern
students An industrial arts major with severe reading and writing problems

' explalned very clearly _in hlg journal's most articulate sectlon that although
his group clad Death in white, rather than in the Tudor black, and although
they conceived of him as a jiving, third-world personality, they'too were

. trying to communicate the frightening remoteness of Death.9

In ‘another modernized production, Volpone, the characters resembled Mafia '
figures because, as a mathematifs major who played Corbaccio explained in

- her journal, "Since almost everyone saw The Godfather, everyone could relgate

) ’
to it." We saw more difference than similarity between the comic characters

in Volpone and those in the-violent.Godfather but the student's journal ex-
plained that both groups of people had a common motxvatlon They would do
anything for rlchts, 1nclud1ng exploiting each other, and 1n addltlon both
hide lust and greed behind a facade ‘of respectablllty. Her 1n51ght into the
simllarlty between Jacobean and modern characters was confirmed when Paullne

T

Kael in_Ihg_Ngu_ngkgx recently descrlbed the human relationshlps of Godfather I1

, as worked out with a JaCObea.n splendor...¢ 10 10

EKC
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The first time that we taught the course, we required that each group
present as a tinal projeect a free publice production which was supposed to com-
bine two or more portions trom their previous performances. This assignment { °
was intended to be a culminating expérience iﬁ which the students could perfect
some of the scenes they had originally performed and algd confront in a unified
and creative way some of the similar thematic impljcatioﬁs‘df the diverse scfip;s.
Although we were astounded by one [inal pcrformance_wheﬁ G;andma of Albee's The

v .
American Dream left the stage in the arms of the devil from Friar Bacon and

.8 ) .
XIriar Bupgay, we decided that such ifigenuity came at too heavy a cost. Because
most of the students had no professional interest in the stage, they were pe-
N .
luctant to rehearse until they were perfect and instgad were eager to work on

another play. The repefitive rehearsing of familiar scenes for.a thirty-to
] ' o

N .
-‘;‘!:‘ - . .
the enthusiastic rehearsals for. previous ten- to twenty-minute presentations.

.

In their anxiety, they attempted productions that wete-ﬁpo-elabArate for'the
minimal amount of rehearsal time available, and the results were simply care-
.less.‘ At the performance, lighgé wére ioweréd and raised at the wrong time,
chapacters missed their cues, and finally‘one director, angry at this deéecra—
tion of his grandiose plans, stopped the performance to shout at a member of
his crew. ,To prevent the' reoccurrence of such'chaos, the second time we of-
fe;ed thé course we made the mistake of omitting all public performance.. As a
result, the course seemed to lack a suitable conclusion. We found that the
students need some cuiminating experience as an incentive to integrate the

ideas and implications of the whole semester. Nonetheless, it is evident that

—

for the course to accomplish'its broad gdals of using the theatre as a way to
improve the communication skills of even those students who normally have dif-
ficulty reading, speaking, and writing, teachers should cgyﬁteract the urge

. . . !
to produce a polished production on stage. The emphasis must,remain on general

x

11
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edpcation. not public perfopmance,

: '
. g This course was so successful that it amuses us now to think that the
//jp;irst semcster that we offered it we decided to intersperse moderd?drama with , h

[y

\\ Renaissance plays becauqe we feared thdt Llizabethan language would exhaust

stiidents who had never rend,a Tudor play: To give them a period of relief,

we combined modern plays and Elizabethan plays that were simi “in theme.ll

-

>4
We learned from the journals that we misjudged the students. %ﬁ was. the modern
plays that ‘exhausted them. They were bored by all the . talk in Ugo Bettxﬁ

_modern revenge tragedy, Crime on Goat Island, but enjoyed standing on the -

scaffobld that.they had built for their production of Thomas Kyd'g The Spanish
Tragedy. The imaginative staging necessary for a successfﬁl Renaissance play

. was go satisfying to- them that they suggested to us Qe leave out fhe
modern PIBYS the next time that we taught the cour::tﬁaiaﬁrefore, the second
semester we followed the students sug&estlon but this change, like the com-
plete omission of a culminﬁting bresentation, was also a mistake. We now th%qk
thatvthe sfudents' appreciation of the Renaissance_x;e causedig’pért by the

contrast of plays. For exampte, the static characters, loungi in hell hating

- -

each other, in Sartré!s No Exit emphasized the vitality of Marlowe's Dr. Faustus;
who travels among colorfully robed Popes and €a£djnais and'who kisses Helen of -
Troy. In aﬂditién, the students noted that fhe magic potions usgd'to\pring a
boy friend downstairs in van Drufen's Bell, Book, and Candle were rdutine,and

/ N
" trivial when compared to the magic glass, or peﬂspective, which is placed at

the disposal of a lover anxious to master immense distances of time and space’
, - , . = R

in Friar Bacon and Friar Bungay. Students commented that the~variety of charac-

ters and the distances travelied/in each of the Renaissance plays givéé an im-
pression of a vast aﬁd compléx universe thaf had been capturedvon stage.mégically,_
as by a glass perspegtive, whereas tQF three characters conversing in one raom

in some modern piayé.create an imbressia;'of-a simple world whose only cém—
nl.ication.s are éaused by. 1ts population of perplexed human beings. | 12
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Comparlson of the plays is 1t\elf of grea;

.
|'b/ . ‘7@,_

dents to relate to an earlier perlod of hlstory. ‘We obse tf’ or'g&ample,

- slmllarltles In the sources of humor 1n both ages. In oth Gammer Gurton Ss.

Needle ‘and The Amerlcan Dream the characters are humd 1ated by dependénce

.on thelr'materlal posses51ons. _Just as the loss of a>ne 'jgpauses§;,ser1es,'

of mlsunderstandlngs that convulse the audience of Gammer, 1n The Amerlcan

- o

h.Dream we laugh at the vulnerability of characters who live with a leaky toilét

-~

‘and who-can package‘their whole 1ives'in small boxesl Thus,_we found in both
' plays that human rellance on the mater1a1 world resﬁlts in com1c absurdlty
We also noted that although Everyman and Death of a Salesman are dif-

ﬁerent types of plays, ‘both plays present the waste.of a life dgvoied’to

/
transc1ent f1nanc1al success and soeial popularlty We discussed the ways '

in whlch Bett1 s Crime on Goat Island resembled Kyds The Spanlsh Tragedy

. in presenting the destructlon caused by personal hatred ‘although in the modern

<
play the sufferlng is. conf1ned to the main characters, while in the Renalssaﬁce

play, ev1l spreads beyond 1nd1v1dual characters to whole klngdoms. This type

‘e

of comparative study emphaslzed foerhe st&ﬂents that;§he past &s not as remote

%

;as it might have seemed when they first opened'thelr\ exts.

In both semesters that we have taught th1s course, we found that as the
R *

students began to 1dent1fy with the problems raised by Reqalssance playwrlghts,
their performances became more traditional. Even with so dlfflcydlﬁa.dramatlst
as John Lyly, they managed to capture the balanced rhythms and convey theé mean-

ing of his Euphulstlc prose.<\0ne of the most gratlfying experiences~vof the,
' course was to observe how the humorous sub plot in Gallathea cvpealrd to its
d1rector the 1ndustr1al arts maJor w1th severe read1ng problems. By some in-

'expllcable miracle of the theatre, he gu1ded his cast 1nto stre551ng Lyly s

Ca

s i | L




e
: -13-
e . \ : , - v

centrasts between earth and sky, mortal and d1v1ne, and the subllme and the
’

Jrldlculous, when he directed a grandlloquent astronomer to p01nt to the sky-
« 1 \
.as a’ ruse.to dlstract a naive page from a r1ch—look1ng purse on the ground.
. !
Because of their ease with Elizabethan words by .the end of our first

senester, students were able to perform Dr.: Faustus with all the‘magioal~efé~

" fects that fire-craékers and “the smoke of dry-ice could create. At that per--T

>
formance we laughed aﬁd'screame as raucously -as ‘any Renaissance audlence.

B Thé prop llst included: a wand a chalice, a bell a candle, a skull hooves,
‘wings, charts?) scrolls,lcrosses, a p1ke, a ceremonlal sword, alchemlst‘s acces-

sorles, and a "a feast " The director, a geography major who had had some ex-

- .-*\*

‘perience backstage, used Renaissarice texts to find his maglc clrcle and to find

the model for his stage demon. To 1ncrease the ‘aura of maglc, he comblned

-

stage actlon with the mov1ng shadows of fllm and slldes that he had photo-

graphed. in the woods rear our campus W1th costumed students acting out the

,seven deadly sins. The deceptlveness of sin was effectlvely embodled in the
~ . \
unfeallty of the images flashlng on the screen. ‘ )

In the perférmance of John Foqd's 'Tls Pity She's a Whore, the stud’¢¥s'

new edse with the language'permltted them\tovplay their roles in a manner that

can even be described as flaﬁﬂ%yant, as they moved off the stage to gain for

. <
. Soranzo a brutal distance ghrough which he could drag a.screaming Annabella.

They even tried to express the complexity of Annabella's feelings 'as she justi-

\\ fies her pregnancy to her bridegroom.

r

. ‘( . /
The dramatic. effect of these productions was not at all reduced by those
students who found our bi-weekly units too. brief for complete memorization

of scripts. Often, the scrlpts that they carrled could- be used as part of

characterization. For example, Knowledge and COHfESSlOn in Evegyman Dr. Faustus

e ‘ . :
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" in Marlowe s play, and Annabella in the garden scene of Ford's 'Tis Pity Sﬂéﬂs f

a Whore, all carried books or-scrolls as part of the director s concept the

character. In gengral, hdxever, we estaplished the presence of a book as one-

kK ca

of our theatfical conventions. even’ where characterization did not require it.

. .~

A secdhd convention we adopted was the use of women to play male roles

since mo¥ of the students enrolled in the course were women.12 At first the '
K » '
t.

~studen s/thpught of 1nv1ting men not enrolled inothe co) rse to perform in

scenes when ecessary, but when .they learned that in the naissance men and

qboys playe oth male and femalelrolesa',hey decided to.expeyriment with t

Situation reversed._ In'mosﬁ instances, costuming and make—up were used ef-

i 4”

;gfectlvely, and the conventlon became acceptable with1n the framework of the
dcourse.' Whlle studying Lyly s Gallathea, however, one group toyed w1th the

,1dea of casting a husky 1ndustrial arts maJor in the title. role. We dis-
§

couraged, this eXperiment by questioning whether such-cast1ng would detract

from theﬂfantasy of the main plot.and reduce therdifference between the types
of comedymthat are used ‘in the two plots.

Thus, when team—teaching in wo kshops, every. occasion can be used by
faculty of literature gnd‘faculty~;§>theatre to stress the complexities of
both text and production.‘ The pn%fessors' role in this learning'context %s’

a combinationvofvdiscussiog leader,~critic,Vand“guidegi In our course, the
‘English professor'was”responsihle for informal lectures on the’conventions of
Renaissance theatre and on Renaissance intellectual‘currents. The professor
of theatre gave lectures on directing and on,theatre“pfoduction. Both shared
the role of critic during the rehearsals and’after performances because both
share an'interest in‘exploring dramatie literaturexand théatrical techniques;
\Ye prOVided some orientation .at the beginning of the study of each play, but
in effect each "theatre company" worked independently——discuss1ng the play,
choosing the scenes to b@ presented, and ass1gning roles and production re-

v , o~ » ’ v
sponsibilities. , ' T \

‘ 15

A




k) N . "- —15— ] ! .\

4

=y ‘As mlght be expected there were directorial and acting problems throughout
\
Fhe semester beca se’ of‘the students lack of prev1ous experience. It was often

difficult to sit quietly and watch.the students struggle to blockytHE1r movements

* on stage. Another perpetual d1ff1culty was emphas1ze transitions within a

scene——from one tood.to another or from one i ea to another. But usually'after
- the students tried a few alternative solution ’ they were. able to resolve the

~problems satisfactorily. Most of the beglnn' directors learned quickly the

Nl"}time—sav;ng value of studying the scene before class and planning tentative
.'blocking which could then be modified- through work w1th actors.- Usually, )
transitions of mood were effective only to/the degree that the director and

- actors had’ discussed how/to communicate th# shange to the audience. The best

~directors spent quite a bit of time on these details but when the directors

seemed at a loss, some of the more 1ntu1t1ye and creative actors came to the

cifghus , the students made their own| decisions; we 1ntervened only when

- it seém W evident that gross misinterpretations were going to occur. Although
- we divided'our time between groups, observing group discussionsnand rehearsals
* hat were held in class—time; we made suggestions only when necessary. -Puring

v.rehearsals we would make notations of our criticisms and then give these notes

-~ to the director, who could decide whether to use them, and how to implement

/ ) .~ b ~ 4
them in subsequent rehearsals. r notes would raise specific questions about ..

setting, about the movement characters, pronunciation or articulation. We
would ask the meaning of a ;p801f1C llne, how it differed from the previous line,
and,how the director could communicate that to the audience. Even if the direc-
tor had been working on tlese difficulties, a corroborating word from one of

-the proféssors_became an‘added incentive to improve theé scene by correcti{é'ﬁu

specific details. e
We stressed the needffor everyone tdaﬁaLd the whole play carefully before

‘ Toup
begiming to rehearse‘the scene the/ghad selected, but we found that poor ability

\ | 169 N
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b to read prevented a few students from detalled pr1qr plann £. Even they,i
however, seemed to gain from our lack of 1nterference. A hough we carinot
explaln fhe process of interaction between the dlrector his ~actors, and
John Lzlz\s Renalssance 1mag1natlon as we.saw the comic sub- -plot of Gallathea
Jdevelop into a un1f1ed performance under the 1rectlon of the studenf w1th

" a severe read1ng problemgwe felt a rare wond and'awe. More importantly,
the student too recognlzed that he- had taken a dnfficult scr1pt and had
shown fellow-students that it’ was a very unny play. The confidence heﬁ
ga1ned from hearing audlence laughter in reSponsE‘to h1s work could not

- N
be equalled ?7‘rece1v1ng any professor s guldance or pra1se..
In é‘ih unit, the d1rectors met with common problems. baeh dlrector had’
to”cope with one 1rrespons1ble student who delayed’ produqtlons by absgnce, ‘
lateness, or unwllllngness to study. The solution’ we found was the old

one; we gave low grades. The cred1t -no CPEdlt optlon which EXlStS at

Rhode Island College and which theoret1cally 1s ideal in an evaluatlonxof

the inexperienced, actually in pract1ce encouraged a few students to give

as llttle as. they could to their groups. )

An unexpected problem arose because of the enrollment»ln the course of |

.a’ few maJors 1n Speech/&heatre and others who had some preV1ous experience

in amateur theatrlcal productlons._ These students were a mlxed bless1ng. ,On

.

the one hand, they were fiﬁe resource people, and we therefore tried to make

ceftain that each group included one of thbm. They were also 1mag1ﬂat1ve

creatlve, energet1c ~and enthusiastic about the performances andv

\‘roductlon'

elements of the scenes presented At tlmes however, they caused conflict '
'7when they assumed the mantle of "authorlty" and undermined their director,
They also often deS1red'a degree of "perfectlpn" and "profess1ona11sm" which

was unattalnable for most of those enrolled in the course. . While their cr%ticisms
; 4 .

DR )
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_ of their peers was, usually incisive, it was' often also so cutting that we had w(

&

. N .
\Eo counsel some of them on the. most helpful way to offer suggestions. s

We scheduled the formal evaluatlon ‘pf perform ces £ take/place ediately

"after the presentatlon gf the scenes in eag\un1t Since most of the students

i
were nf)t accustomed to the publlc exp}gsu.re that deflnesg. stage appearance, all \

criticism .became a delicate operatlon.. ‘Th had eXposed Q;\(\?.Clsm hot only
their undérstandlng' of a character or a sci}e

‘but also thelifg))lly movement
7

" and vt)ca’l tJ.mbre. They had also J:nyested a large amount o&' time, ene\rgy, and>

self-esteem J.n rlddlng themselves of lnhlbltlons. Thus, the emotlonal :1.n— S,

-

volvement in any performance "by students vho had nevér dlsplayed themselves
~in this wa should nof be underestJ.mated They wer\g ?metlmes sure tha the1r
productlon had been a COmplEte and flawless success until we pointed out its

fallmgs, or sometJ.mes they were conVJ.nced that they had been fas.lures -in

©

Sp:g.te of all -their commrhnent and in that case our crl‘l:%t.{usms wereseven more

A

cutting. Indeed the dlfference in the emotlonal clJ.mate of these theatre "}

v?orkshop- classes and that of a conventlonal discussion class ‘is enormo,us/’

[ 4

_Students would occas:Lonally snap and scream at each other in anguish over thei-r

inablllty to perform properly or in *frustratlon over each other's 1rresponslb111ty

3

: (:e‘.thlnk that such variety of emotlon is perhaps present in all ‘classes but con-
s

ed by the _conventlons' of dlscusslon and lecture. The same fear\that is
R R . N .
released in stage performances mayf"cau,se a student: in®*other types of classes

€t

., to absent h:‘ﬁmself or to remain si] t in a discussion or e‘en to read a news-

cﬁrrect, 1t becomes imperative that teachers N

" c’/

‘paper during a lecture. If we™
dlscovevvays to enable students to rei”.ease tenslons and ObJECtlfy anx1ety

The method that we used was to make a v1deotape of each of our student pro—
’ - “ - ’

! ductlons. '. Seeing their own performance& helped the students Eo be more obJect1ve

ffectlve tool that
1

we, now l.ge it to record oral reports in other &lasses. The tapes enabled the

;{‘ _ | . ., . a .
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students to observe thelr own strengths and failurgs as they would those of

l b Y

a third party.  They could see on the tape the very moment when they had turned

-

the1r backs fo the aud1ence, anf/ they- could also hear how their own lack of
\
artlculatlon affected the play. We could stop- he videotape t prove to them

the- 1mportance[of attendion toiEbe 1nd1v1dual words of the text. Thus'fonce .
when a' llne Zad suggested that they should be above the stage, and they saw
Yod it on the v1deotape the1r own d&perlence proved to them the

Q

need for carefﬁi and c}oge readlng‘of the text. The’ v1deotapes were 1nvaluable

themselves b

+ also to demonﬁfrate the1r 1mprovement The students id not have .to take our 5.

word - that the1r speech was clearer and the underst 1ng of the/parts more .
mature' they could compare two' performance that they had seén. For example,

one young man who had: barked his way through Hodge's lines in his first per-_
: . - < ’ . v
-formance in Gammer-Gurton‘s-Needle, later heard himsélf as a sympathetic and

~

--moving, Everyman > Another student? a recent 1mm1grant read the llnes of "his
@ .

\:',

first performance as if they were sentenees in a ‘child’s prnner. As a con-

/
tragt, his concludlnglperformance Was an express1ve readlng of Lyly s dif-

L »_};" f - # . R e
There was, in fact, a steady achlevbment of the goals of the course. While
i H ~N

readlng'and wr1t1ng problems contlnued thréughout the course, the logs show

'

id ords in detalled descr1pt10ns of

f stage- craft,'some'problems of progectlon '

-that all the students learned to us

their goles. -From -the perspective'

and a"thulatlon also occurred/e ren at the end of the course. Yet it was clear
that as. the semester passed\ggd “he students become more familiar with the lan- |
guage, they spent more t1me mak g certain that they understood what they were
saydi g, and’ they became less inhibited and self—consclous.. In fact, theke ' .

seemed to be correlation’ between the degree of self—conf1dence on stage‘ahd'

the improvement of projection and clarity of articulation.

19 R
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The success of -the course was not only 1n voeal artlculatlon and writing,

but in the way that, groups of studentgrwho d1d not know each other at the start

\\ .

" of the course learned to encourage each other, to handle competltlveness, and
to evaluate performance wath greater-object1v1ty Although two students in-

. dlcated negatlve‘reactlons in their eva uation of the course, anyone who
o - o

.v151ted the class could see that most’ weXe enjoying each other and the Renais- .
- ﬁance theatre. While d¢ 1sltrue that' student evaluatlons can be misleading

and m151nterpreted at times, the students 1nd1cat§ﬂ that thby were 1n¢ilned

. Y ..
‘to have "a more pOSltlve attitude tow t;;*”SJect matter ‘at the*concluslon
¢ y ~:

‘> of the course than they had at the outset." EveQ~more signlflcant than these

evaluatlons, perhaps, was the “observable change in almost ali the partlclpants

5

in the course——from apprehenslon and 1nh1b14’on at the beglnnlng of the semester

© to overt enthuslasm and enjoyment. . -~ L

" Their enasyment of the/experlence assur‘§hus that, given the opportunénga

ey

professors of Renaissance dlterature and mefessors of the theatre can aid
the. deve10pment of general education programs while contlnulng to work in
' \their own fields.’ Indeed we each %ound that working together in "Experiments ”
in Renalssance Theat§e" aided us as faculty members tp increase our 1nslghts
into our speclallzatlons. In general edugpation courses, the professional
urge toward perfectlon in theatrlcal performance and in every detail of scholar—
,j ship must be integrated with the student need to understand the relevance of

the culture'?f the past to their lives today and ultimately must be subsumed

by. the fundamental d of students to expand their ability to communlcate.ﬂ*
. : . b

@
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o lip an attempt to meet the needs of our urban student ‘body, Rhode Island
qulege has revised its general education requirements. As the present time
there are two basic components to General Studies courses at the college. There
are the Freshman Golloquia, in which emphasis is placed on class discussion of -
assighed readings, analysis of ideas, communication skills, and also the encourage-
ment of critical thinking. Each year the faculty is also encouraged to design
seminars in which juniors and seniors can meet with students and faculty outside
their major. In these seminars the students attempt to construct add evaluate n//’

solutigns to specific problems which may be of concern to speeialists in more Y
than one discipline. * .
2John Hurt Fisher as quoted in MﬁA:NewslettEr, December 1974, p. 4, in a 8

condensation of ™risis in English Writing,™ Chronicle of Higher Education’,

September‘23, 1974, , . o

3profile of Sjrdents at Rhode Island College - . ’ - ‘e
< ' ’ ‘ : ‘:l ‘ - ’ . ' - ' ’ ’ . . L ..

42% work J5-35 hours a week. . '

14% 1live pn pus - . . .

5u% commute TONmi or less ¢ o .

32% commute 11-100 miles . v - 4

70% work part-time-. (7% national norm Masters level institutions)
U2% expect to attend grad. school in fall after graduation (3% national norm)
48% %plan professional study in education (5% national norm)

71% * worked part-time (57% national norm)

7% fathers college graduates (14%.gational norm) : N
20% fathers completed 8th grade or less (15% national norm)
1u% moﬁ?;rs college graduates (15% national nmorm)

m

"' 18% mothers completed 8th grade d¢ less (10% national norm)

' 55% dincome less than $12,000 (39%{national norm) : = !
96% white, Caucasian (87% national orm four-year college) - ‘
75% Roman Catholic (31% four-year college national norm)
98% native-born (95% four-year college national norm)

.17% above 550, verbal SAT
20% 500-549, verbal SA®
Median verbal SAT: 470 (445 national norm) —

Sources of these statistics are repd&ts from the Office of Counseling Services,
Rhode Island College, erntitled A Prvfile on Entedidg Freshman, 1972, A Profile
of Entering Freshman, 1973, Rhode Island College Senior Survey, November 1972,
Student Census, 1974; in addition, John S. Foley, A Profile Report on New Stu-
dents, 1973. .

»

We wish to thank Patricia A. Sullivan of the Office of Student Life, Rhode
Islamd College, for gathering these reports for us, and J. Eugene Knott, Director,
Rhode Island College, Counseling Center, and John §. Foley, Director of Admissionsy
Rhode Island College, for their cooperation. ' : o ﬂ
» ? . . i .

' uAt the MLA seminar at which part of this paper was read, foreign lancuage
teachers spoke of the need to renew the Renaissance practice of teaching language
through theatre. : ’ . ' ’

.
3

K~1 ' R !
21 j




Ve . | .t
dd —2])_—- e N ’

. 5Promp't books contained the script for the scene presented; blocking diagrams
placed opposite the ge of dialogue, noting movement and stage directions; motiva-
tional notations in gﬁe margins of the script,or beside the blocking diagram; produc-
tion ideas, including the. overall concept, plaf,-and style; the floor(plan of the
set design; the prop list; lighting cues, sound cues; Special effects; costume }ist
and/or drawings:; and make-up notations and/or drawings.

. bv. A: Kolve, "Everyman and the Parable of the Talents,” The Medieval Drama,
ed. 8andro Sticca . (Albany, 1972.) o ) .
. b 4\ . .‘7/ . h
7Payette Curtis.Canfjeld, The Craft of Play Directing (Ne¥% York, 1963)
. \ . .

p. 8.

3

81. w. Craik, The Tudor‘Intgrludé'(Leicegter, 1962.)

7 ‘ ) C 1. N ‘
'gfrinity_quare Repertory-Company;(Prhvidénce, R.I.) coinéidentally duplicated
the student cénception of Death in a recent'production of Ibsen's morality play,
Peer Gynt. ' v Lo .
—_— . i .
10pauline Kael, "Current Cinema: Fathers and Sons,” The New Yorker, 23 Decem-
ber 1974, p. 66. - 7 Ao "

- ' : .
1lpnits of work, Spring 1974, were: Gammer Gurton's Needle--The American Dream--

Zoo Stﬁry;,Ever§man——Death of a Salesman; Friar Bagon and Friar Bungay--Bell, Book

- and Candle; The Spanish Tragedy--Crime on Goat Island; Dr. Faustus--No Exit. Units
"of work, Fall 1874, were: The Knight of the Burming Pestle to be read as a com-
mentary upon Renaissance theatre; "Tis Pity She's a Whore and Gallathea to be
recorded on tape. The other plays, read to be performed, were: .Johan, Johan, Tvyb,-
and the Priest Sir Johan, Everyman, Volpone, 'Tis Pity She's a Whore, and Gallathea.

~ We used various paperback editions for ease of carrying on stage. ) :

' 12Rhode Island College is 67-68 ﬁercent female, "according to Johnii. Foley,
Directo of Admissions. ' ' o
A 4

13In only a few instances did complications arise:‘ foxr example, when the full
dramatic effect of a prolonged romantic moment was prevented by the embarassment
of two (female) lovers in Greene's Friar Bacon and Friar Bungay.

liye wish to thank Professor John J. S8alesses, Director of General Studies,
Rhode Island College, for his cpmplete support and cooperation, without which our
course could never have succeeded. We also thank Dr.’Mark W. Estrin, Chairman
of the English Department and the following members of "the Speech- Theatre De-
partment who gave us counsel, time, and also loaned us their facilities to‘én-
hance our students' work: Dr. Edward A. Scheff, Chairman; John F. Custer, Man-
aging Director, of Theatre; John M. Gavis, Instructor of Theatre and Technical
Director; Barbara B. Matheson, Instructor of Theatre and Costumer; Russell J.
“Monaghan, Director of Roberts Augitorium. Professor Norma, Kroll of Northeastern
University aided us with criticism_of this paper. We also wish to thank our stu-
dents for teaching us with patience and for allowing us to use their work in this
paper and at the meeting of the semihar, "New Strategies in Teaching Dramatic,Lit-
erature! Modern Language Association of America, December, 1974, where we presented
and discussed videotapes_of the student performances.

~ Articles on new methods of teaching drama by Jacksdn G. Barry, Warren J.
MacIsaac, Patricia K. Meszaros, J. L. Styan, and Edward Partridge appear in Shake-
speare Quarterly, XXV (Spring 1974.) See also, Morris Eaves, "The Real Thing,"
0"lege English XXXI (1970) u463-u472. :
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