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Abstract 

 

Exchanging Expertise:  
An Arts-Based Professional Learning Model for Artists and Teachers 

 

Lauren Frances Smith, MFA 

The University of Texas at Austin, 2017 

 

Supervisor:  Kathryn Dawson 

 

This MFA thesis document examines the experience of artists and teachers in an 

arts-based professional development model situated in a regional theatre space that is 

specifically focused on teaching Shakespeare at a secondary level. The mixed-methods 

study uses narrative thematic analysis to qualitatively examine the ways in which 

teachers and artists exchange pedagogical and creative expertise within a professional 

learning setting. Additionally, it uses two quantitative surveys to measure shifts in 

participant self-efficacy with regards to teaching Shakespeare at a secondary level and 

comfort with drama-based pedagogy as a practice. Throughout, this document argues that 

professional learning spaces that incorporate the expertise of both artists and teachers, as 

well as those that are grounded in critical learning theories, offer benefits for both schools 

and arts organizations as well as the individuals who work in these contexts. This 

document concludes with recommendations for regional theatres interested in creating or 

further pursuing arts-based professional learning as a component of their educational 

programming. 
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Chapter One 

 
“I don’t think I can do that. I’m not a dramatic person.” The fourth grade teacher 

looked at me incredulously. We were planning a lesson about perimeter, and I had just 

suggested that she step into role as an architect with a problem so her students could use 

math skills to help her measure a ground plan. This teacher was a strong advocate of 

active learning strategies and was a particularly vocal and animated participant in arts-

based professional learning trainings I had led. When I reminded her that the lesson I 

proposed was very similar to one she had recently experienced in a workshop setting, she 

explained that she was concerned her students might not respond to her if she taught in 

role, reiterating the idea that she was “not an actor.” Her comments were not unusual. I’d 

heard similar apprehensions from many teachers of various grade levels and content areas 

as an arts-based professional learning facilitator in K-12 public schools. This 

conversation made me wonder how I could more effectively support classroom teachers 

in feeling confident about using drama-based instructional strategies with their students. 

A few months after connecting with this teacher, I spoke with several artists who 

were teaching an arts-based residency in high school classrooms as part of their 

employment with a theatre company. They found that many students in the general 

education classrooms they visited responded negatively to the artists’ lesson plans, which 

involved primarily exercises they used in their own professional acting. They expressed 

frustration that, while the techniques they brought from their professional artistic practice 

weren’t working to engage most students, they felt at a loss for a more effective option. 
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When I asked what educational objectives they used in their planning processes, the 

artists said they were unfamiliar with how to incorporate state standards or other means 

for determining learning goals. It became clear that the residency structure had not 

provided them with the necessary tools to feel successful working in a K-12 academic 

context.  I wondered after this conversation how these artists—who were enthusiastic 

about teaching but felt underprepared to do so—might gain the pedagogical skills they 

needed to feel more confident in the classroom. 

As I continued to consider this question, it struck me that many of the teachers I 

worked with in professional learning spaces needed exactly what the actors had: comfort 

and facility with drama as an art form. Similarly, teachers’ expertise in classroom 

management, curriculum design, and serving students along a spectrum of ability and 

interest matched the elements of the residency work the artists felt underprepared to 

accomplish. I wondered how a professional learning experience that intentionally placed 

classroom teachers and artists together might help to build all participants’ confidence in 

using drama-based pedagogy for the benefit of their students. 

RESEARCH QUESTIONS 
Many regional theatres conduct education programming in partnership with local 

schools, and some offer professional development opportunities for teachers.  Training 

for artists who work in these programs, if offered at all, often happens outside of work 

with classroom teachers. Professional development workshops for teachers housed at 

regional theatres often focuses on how artist support can improve teacher outcomes. I 
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wanted to know how drama-based pedagogy might function as a vehicle for deepening 

skills for both artists and teachers. 

Specifically, I was curious about how artists and teachers might help each other 

enhance their respective creative and pedagogical practices and confidence. I decided to 

design a professional learning model for secondary English/Language Arts teachers and 

teaching artists with experience in Shakespeare performance. I sought to create a 

collaborative space in which the artists and teachers could reciprocally exchange 

expertise in creative practices and pedagogical elements like curriculum design, lesson 

planning, and classroom management. My practice-based research addresses the 

following questions: 

1. What is the experience of teachers and artists in an arts-based professional 

development model focused on Shakespeare and complex texts? 

2. What effect does an arts-based professional development model have on teachers’ 

and artists’ reported senses of self-efficacy as teachers of complex texts? 

3. How do teachers and artists exchange pedagogical and creative expertise in an 

arts-based professional development model? 

These questions draw from research and practice in effective professional development 

for teachers and from the field of drama and theatre education. In addition to guiding the 

project itself and the resulting research, these questions also serve as a structure for this 

thesis document. 
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PROJECT SUMMARY 
My MFA thesis research project involved a weeklong professional learning 

experience for teachers and teaching artists. It also served as a pilot program at Northern 

Shakespeare Festival (NSF)1, a small regional theatre in the northern Midwest, located 

several hours from a major metropolitan area. I spent six summer seasons at NSF as a 

stage manager and education coordinator before starting graduate school. I have stayed in 

close contact with the festival’s leadership and teaching staff since my departure. Based 

on NSF’s needs and my familiarity with their education programming and administrative 

structure, the schools around NSF became ideal space to pilot a joint teacher/teaching 

artist professional learning model. I was also interested in expanding access to 

professional learning opportunities to artists and teachers in more rural settings.  

 Phase One of the project consisted of a weeklong professional learning workshop 

in July 2016, focused on using drama-based pedagogy (DBP) to teach Shakespeare and 

other complex texts. I developed the majority of the curriculum and served as the lead 

instructor for the workshop. Andrew2, one of my colleagues from the years I worked at 

NSF, served as a co-facilitator. Initially, four classroom teachers, all from different area 

districts, enrolled in the program, along with four artists from NSF. Attrition occurred 

because of scheduling in both school districts and the festival. Ultimately, the study 

included five participants: two classroom teachers and three teaching artists.  

Phase Two of the project consisted of a site visit in October 2016 to the classroom 

teachers’ schools. After initial email discussions regarding curriculum, I visited the 

                                                
1 Names of organizations and participants involved in the project have been changed. 
2 This is the real first name of my co-facilitator; he elected to use his own name rather than a pseudonym.  
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teachers to co-plan and co-facilitate lessons using drama-based pedagogy strategies in 

their classrooms. This visit, while only possible with the teachers (as the artists have less 

consistent teaching schedules and locations), offered these participants an extended 

professional learning experience and one situated in their specific contexts. While this 

work is a key element of the professional learning model itself, I will not address Phase 

Two in this document. 

 The summer professional development session was informed by the Drama for 

Schools professional learning model, which I describe in detail in Chapter Two. This 

model uses DBP, which includes practices from drama and theatre and incorporates 

learning theories of constructivism and critical pedagogy. Throughout the professional 

development experience, teachers and artists participated in a wide variety of drama-

based teaching strategies as though they were students in a class studying Shakespeare. 

After each activity, Andrew and I led a discussion analyzing the strategy and 

brainstorming its potential applications in a secondary English classroom, as well as 

challenges that might accompany the strategy in practice. While Shakespeare served as 

the main academic content for the activities, we strove to create space for the participants 

to generate additional relevant ways they might use the strategies, such as other literary 

texts or nonfiction sources. The participants also collaboratively created and facilitated a 

drama-based lesson and generated an action plan for how they planned to incorporate 

drama-based pedagogy in their teaching practices.  

 Focusing specifically on Shakespeare and complex texts served several purposes. 

First, I hoped to capitalize on the participants’ expertise as both English teachers and 
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theatre artists, and to fulfill specific needs for their teaching contexts. Additionally, I 

wanted to develop a common vocabulary within the group, regardless of professional 

identity. I sought to cultivate a space where both artists and teachers could develop skills 

and confidence in both pedagogy and art-making, and where they felt safe to share both 

their expertise and challenges in terms of teaching. 

 

BACKGROUND 

Drama-Based Pedagogy as a Form of Arts Integration 
Drama-based pedagogy exists within a larger category of arts-integrated 

instructional practices. The John F. Kennedy Center for the Performing Arts, a leader in 

arts integration and arts education in the United States, defines arts integration as follows:  

an approach to teaching in which students construct and demonstrate 
understanding through an art form. Students engage in a creative process which 
connects an art form and another subject area and meets evolving objectives in 
both. (“The Kennedy Center’s Definition for Arts Integration”) 
 

Some of the well-documented benefits of arts integration for students include increased 

achievement in literacy/English Language Arts, higher academic engagement, stronger 

critical thinking skills, and a more positive school culture and learning environment 

(“Preparing Students for the Next America”). Additionally, a number of studies by 

education researchers have found that drama-based pedagogy specifically has positive 

effects on students’ motivation, absenteeism and mastering 21st century skills such as 

critical thinking, collaboration, and problem-solving (Lee et al. 18). As the goals of 

professional learning for teachers are always ultimately grounded in benefits for students, 

keeping these outcomes in mind was key for designing the professional learning model.  
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Professional Development for Teachers and Artists 

Terminology 
As in many facets of the arts and education, the way we name ideas and practices 

impacts the way we think about them. Certain terms may re-inscribe problematic or 

inequitable relationships between individuals or institutions. Before describing the 

availability and qualities of professional development opportunities for teachers and 

artists, I will discuss the terms “professional development” and “professional learning,” 

and how I will use these terms in this document. Educational researcher Ann Webster-

Wright notes that, “the term [professional development] is part of a discourse that focuses 

on the professional [in this case teacher or artist] as deficient and in need of developing 

and directing rather than on a professional engaged in self-directed learning” (712). I 

agree with the author’s representation of “professional development” and want to avoid a 

deficit-based characterization of artists and teachers in my research. However, the term 

“professional development” is a more common phrase in US educational spaces and 

studies examining continuing education opportunities for teaching artists (a term I will 

address next). For these reasons, I will use the terms “professional development” and 

“professional learning” interchangeably throughout this document. 

A tension also exists regarding the way I will use the terms “artist” and “teaching 

artist.” Eric Booth, a leader in the field of teaching artistry, defines a teaching artist as “a 

practicing professional artist with the complementary skills, curiosities and sensibilities 

of an educator, who can effectively engage a wide range of people in learning 
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experiences in, through, and about the arts” (“The History of Teaching Artistry” n.p.). 

Meanwhile, teaching artists Nick Jaffe, Becca Barniskis, and Barbara Hackett Cox offer 

that “teaching in an art form makes you a teaching artist” (4). I include both of these 

definitions, because under the latter, the artists who undertook professional training in 

this project would qualify as teaching artists; they are artists (actors, primarily) who were 

teaching in schools. That said, examining Booth’s definition, the artists in the project 

expressed that they were seeking “the complementary skills, curiosities, and sensibilities 

of [educators],” but felt as though their teaching hadn’t reached the level they hoped it 

would. I used the term teaching artists with the participants, and they began to use it for 

themselves by the end of the practical research project. That said, I wish to acknowledge 

that I somewhat unthinkingly thrust this term onto the artists without an extended 

conversation about its definition. Because of these circumstances, I will use the term 

“teaching artist” as scholars use it in research surrounding teaching artistry, but will refer 

to the project participants primarily as “artists” throughout the rest of the document. 

Teacher Professional Development 
Classroom teachers are generally required to undertake continuing education or 

professional development courses or workshops to maintain their licensure (Darling-

Hammond et al 21). While professional development is required for teachers, much of it 

proves ineffective (Guskey 3). The Center for Public Education, a National School 

Boards Association initiative which conducts research around various educational 

outcomes, offers five principles of effective professional learning, including: (1) 

considerable duration, (2) ongoing support during implementation, (3) active initial 
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engagement with new teaching strategies, (4) modeling, and (5) content specific to 

teachers’ contexts (Gulamhussein 14-17). I sought to design the workshop’s curriculum 

and the following site visits to align with these principles. 

Teaching Artist Professional Development 
Standards of practice for teaching artists are less well-codified than those for 

classroom teachers, and opportunities for teaching artist professional development are 

often similarly less specific. Researchers Mary Elizabeth Anderson and Doug Risner note 

that, while opportunities for teaching artist professional development exist (such as 

attending conferences, writing reflective pieces, and networking with other teaching 

artists), nearly half of theatre teaching artists do not take advantage of these 

opportunities, often due to financial factors (7). Opportunities not offered by artists’ 

home institutions, such as attending conferences and other formal training workshops, 

require travel to various locations. As I will illustrate in Chapter Two, many of the 

organizations that provide professional development specifically for teaching artists are 

located in major urban centers, making it more difficult for artists who work in other 

areas to attend. The Association of Teaching Artists also notes that low pay is a major 

challenge that teaching artists face (“Teaching Artists and Their Work”). By creating a 

professional learning workshop situated in a regional theatre space where teaching artists 

are regularly employed (both in classroom residencies and in on-site skills-based 

programming during the summer season), I hoped to reduce some of these barriers to 

professional learning for the teaching artists, as well as include opportunities for 

collaboration between artists and classroom teachers. 
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SIGNIFICANCE 
As evidenced by the previous sections, professional learning for teachers is a well-

established concept, as is professional learning for teaching artists, although the practices 

in this area are less codified. Partnerships in schools between teachers and artists also 

happen with some regularity. That said, in many cases, practices in either joint 

professional learning or collaboration within classroom spaces focus on the ways that the 

artists’ practices can help enhance the teacher’s practices, or, more broadly, students’ 

learning (Burnaford, Aprill, and Weiss 163-164). While this focus on the educational 

space of teacher/artist partnerships is a worthy investment, two patterns I have observed 

in my professional practice within these partnerships concern me: 

1. Many joint professional learning experiences tend to position teachers in a deficit 

way (as though they need the artists’ skills to do their job of teaching effectively). 

2. These experiences also tend to focus on a one-way flow of information, seeking 

ways the artists’ ideas and practices can inform the teachers’ practices or the 

classroom space without considering the ways that artists might benefit from such 

a collaboration. 

Barbara Holland and Joanne Vena, whose work at Columbia College Chicago focuses on 

arts-based partnerships for schools argue that “a partnership is built on a true relationship 

that ensures reciprocity and mutual benefit” (135). While the authors refer to partnerships 

between arts organizations, universities, and schools, I argue that a similar sense of 

reciprocity builds a strong foundation for collaboration between artists and teachers in a 
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professional learning context, as well as these individuals’ future work. This project seeks 

to build a space of possibility for more reciprocal relationships between artists and 

teachers in a joint professional learning space that values both teachers’ and artists’ 

growth. It also seeks to position both groups of people as professionals with unique and 

valuable expertise, and to create a space to share this expertise with each other. 

A MIXED METHODS RESEARCH APPROACH 
To gain a more nuanced understanding of the participants’ experience within the 

professional development workshop, I used a mixed methods research approach, which is 

defined as “an approach to inquiry involving collecting both quantitative and qualitative 

data, integrating the two forms of data, and using distinct designs” (Creswell 4). 

Quantitative data often includes statistical analysis and interpretation, often collected in 

instrument-based questions, while qualitative data frequently includes interviews, 

observational data and seeks to interpret themes and patterns from this data (Creswell 

17). By blending data collection techniques, I hoped to simultaneously use common 

educational research and evaluation tools (since the education field often prioritizes 

quantitative data) and follow an approach that “honor[ed] an inductive style, a focus on 

individual meaning, and the importance of rendering the complexity of a situation” 

(Creswell 4) through qualitative data collection and analysis.  

Quantitative data in this project included pre/post surveys to measure participants’ 

comfort with drama-based pedagogy and their senses of self-efficacy as teachers. 

Qualitative data included participant-generated artifacts collected during the workshop, 

researcher field notes, recordings of reflections between my co-facilitator and me after 
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workshop session, and semi-structured interviews conducted with participants following 

the workshop and again following the project’s Phase Two. Through analyzing both 

qualitative and quantitative data, I hoped to understand both the participants’ specific 

experiences of participating in the project, as well as their understanding and perceptions 

of drama-based pedagogy.  

THEORETICAL FRAMES 
Educational researcher Ann Webster-Wright calls for research in professional 

learning spaces that “views the learner, context, and learning as inextricably interrelated” 

(712). This project and document attempt to address this call by considering the 

participants’ previous experiences in both public schools and regional theatre spaces. The 

data analysis within this thesis is grounded in Urie Bronfenbrenner’s ecological systems 

theory of human development, which includes the  

progressive, mutual accommodation between an active, growing human being and 
the changing properties of the immediate settings in which the developing person 
lives, as [the developmental process] is affected by relations between these 
settings, and by the larger contexts in which the settings are embedded. (21)  
 

Essentially, Bronfenbrenner’s theory assumes that individuals (in this study’s case, artists 

and teachers engaged in professional learning) are affected by complex systems that 

make up the worlds they live in. Bronfenbrenner’s categories of systems are outlined in 

Table 1.1: 
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System Name System Description 
Microsystem “the environments with which the developing person actively interacts 

(i.e. work, school, etc.).” 
Mesosystem “the relationships between multiple environments (i.e. how interactions 

at home impact interactions at school).” 
Exosystem “systems that an individual doesn’t participate in but that influence 

them regardless (i.e. larger policies such as law enforcement).” 
Macrosystem “beliefs that are situated within a larger society.” 

Table 1.1: Bronfenbrenner’s Ecological Systems Theory of Human Development 
(Bronfenbrenner 21-26) 

  
Arts education researcher William Charland has adapted Bronfenbrenner’s 

framework specifically to examine how individuals are situated in relationship to change 

within an arts integrated school change model. In this model (see Figure 1.1), Charland 

identifies elements of each level (with the exception of the macrosystem, which takes less 

of a focus in this analysis) as applied to public school contexts. The categories he uses 

(see Figure 1.1) correspond to Bronfenbrenner’s systems: the “microsystem” includes the 

personal beliefs of individual teachers, the “mesosystem” includes relationships between 

individuals and other individuals or groups such as students or parents, and the 

“exosystem” includes the fit or the ways teachers’ practices align with the larger school 

context (Charland 6). This model will serve as an organizing principle for this thesis 

document, as well as a theoretical frame to analyze the ways the artists’ and teachers’ 

individual experiences were shaped by the contexts and systems in which they were 

working. 
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Figure 1.1: Charland’s Adaptation of Bronfenbrenner’s Framework (Charland 6) 

 

ORGANIZATION OF THESIS 
Throughout this thesis document, I will examine the experiences of teachers and 

artists engaged in a professional learning model grounded in drama-based pedagogy and 

focused on teaching Shakespeare as a complex text at a secondary level. In Chapter Two, 

I will review the literature that pertains to this project, including theories regarding 

effective professional development for teachers, professional development opportunities 

for teaching artists, rationale and approaches to teaching Shakespeare at a secondary 

level, and the Drama for Schools model of professional development. In Chapter Three, I 

will describe the project in detail and analyze the participants’ experiences and personal 

beliefs regarding the professional learning workshop based on their qualitative interviews 

and responses to quantitative surveys about their self-efficacy and comfort with drama-
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based pedagogy. In Chapter Four, I will analyze the participants’ experiences of working 

with each other and the relationships between teachers and artists during the workshop 

based primarily on their qualitative interviews. In Chapter Five, I will close with some of 

the ways in which the findings were shaped by systemic and institutional factors. I will 

also note the study’s conclusions and limitations, as well as recommendations and 

ongoing questions for future research and practice. 
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Chapter Two 

After the residency last year...I just felt like we weren’t successful, we weren’t 
supported, not through anyone’s fault, I just don’t think anyone knew how to do 
that. I felt like we walked into classrooms and students sort of glazed over…I felt 
like we were reaching such a small percentage of students who found the scene 
work fun whereas there was a much larger percentage of students who were okay 
with it or were having marginally positive or marginally negative experiences 
[with the theatre exercises], and then there was a definite piece of the population 
who was miserable. And I just didn’t feel like we were achieving anything. (Allie, 
Artist, Interview 23 July 2016) 
 
I’ve been really going with that idea of “do I still teach Hamlet?” because my last 
experience teaching Hamlet was awful. [The students] were so resistant…so 
many of them were just “This is stupid, this is boring, this is dumb, this is 
whatever,” so…it’s been the most apprehensive part of my summer planning, 
going “oh, God, do I go back there?” (Julie, Teacher, Interview, 22 July 2016) 

 

The teacher’s and artist’s comments illustrate challenges they faced when 

teaching Shakespeare and using theatre exercises and techniques in secondary English 

spaces.  In this chapter, I explore the literature and theoretical frameworks that underpin 

my research. First, I differentiate between the use of “theatre” and “drama” techniques in 

the classroom. Then, I describe various perspectives on teaching Shakespeare at a 

secondary level, including rationale for Shakespeare as academic content, Shakespeare’s 

positioning as a complex text, and various approaches to teaching Shakespeare. Next, I 

review information regarding professional development practices for classroom teachers 

and teaching artists. Following, I describe the Drama for Schools model of professional 

development, which serves as a model for this practical research project. Finally, I 

conclude by explaining the various contextual factors that teachers and artists need to 
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navigate. Through this review of the literature, I situate my study in the fields of drama-

based pedagogy, the specific discipline of teaching Shakespeare within a high school 

English classroom, and the work of professional development for teachers and teaching 

artists.  

THEATRE AND DRAMA 
I begin this literature review by differentiating between the ideas of theatre and 

drama in educational spaces. Drama practitioners and professors Manon van de Water, 

Mary McAvoy and Kristin Hunt differentiate between “formal theatre” and “informal 

drama” and explain how these two spaces are positioned differently. Table 2.1 shows 

their definition of these two categories: 

Theatre Drama 

Actors Participants 

Director Leader/Facilitator 

Set Environment 

Rehearse Practice 

Play/Production Scenes/Scenarios/Situations 

Perform Share 

Audience Observers 

Critique  Reflect/Evaluate 

Table 2.1: Theatre and Drama (van de Water, McAvoy, and Hunt 3) 
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Based on this categorization, theatre in educational spaces might involve students 

performing a play as actors, led by a teacher or visiting director. Rehearsals might take 

place either within or outside of a class time, and would likely be product-focused, 

moving from the analysis of a script to memorization and staging to a final performance 

with an invited, outside audience of some kind. Conversely, drama in a classroom space 

might involve student participants working with a facilitator to address an academic topic 

or human dilemma through embodied exploration. A tension within a Shakespeare-

focused residency, however, is that Shakespeare as academic content is theatre, as the 

majority of Shakespeare texts in secondary curricula include scripts of plays. This 

curricular focus on theatre may also establish a natural inclination on the part of teachers, 

administrators, and funders to use a theatre-based approach to teaching the plays when a 

drama-based approach might be more effective. 

PERSPECTIVES ON TEACHING SHAKESPEARE 
I focus on teaching Shakespeare at a secondary level in my practice-based 

research for a number of reasons. First, since the project was situated at a company that 

focused on Shakespeare, the content was important to the festival’s leadership, as well as 

to the teachers who had engaged with the classroom residency previously. Additionally, 

the participants expressed interest in learning techniques specifically designed for 

teaching Shakespeare that might also transfer to other types of complex texts. In this 

section, I will outline rationale for teaching Shakespeare as well as various approaches to 

teaching Shakespeare at a secondary level, then situate drama-based pedagogy, the 

project’s primary practice, in this landscape. 
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Rationale for Teaching Shakespeare  
Popular discourse within and about theatre often maligns Shakespeare as 

outdated, difficult to comprehend, and lacking in representation of diverse perspectives. 

For example, in her blog post on the Washington Post’s “Answer Sheet,” high school 

teacher Dana Dusbiber categorizes studying Shakespeare as focusing on a singular 

narrative, argues that Shakespeare is irrelevant for her students, and advocates for 

teachers to expand the canon of literature they teach to more recent work by more diverse 

authors (n.p.). Dusbiber’s claims are similar to conversations I experience regularly with 

colleagues in both theatre and education. In her TED talk, author Chimamanda Ngozi 

Adichie refers to the risk of narrow representations of people, ideas, and narratives as the 

“danger of the single story” (n.p.). I believe that literature classes should teach, as 

Dusbiber suggests, a diverse array of literature and that students should be able to find 

themselves and their experiences within their assigned reading. 

That said, I also believe that Shakespeare’s works are texts that, included among 

this selection, can resonate with high school students in a profound way. Many reasons 

exist for teaching Shakespeare’s work as a component of high school English courses. 

Working with Shakespeare can help students gain a historical perspective on modern 

western literature. Shakespeare scholar Andrew Hartley argues for the literary impact of 

Shakespeare, which he classifies as “worth doing because however difficult his language 

can be, it is invariably worth the effort simply on a sentence level” (70); while Hartley 

refers primarily to performance, I believe the “sentence level” validity, or unique 

construction of language within the plays, epitomizes an argument for teaching 
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Shakespeare in high school English curriculum. Additionally, English professor Laura 

Fasick argues that, “the very fact that Shakespeare’s plays emerged from a society so 

radically different from our own enhances their value as tools to help today’s students 

examine others’ ideas and form their own” (197). She outlines several teaching 

approaches that use Shakespeare’s plays as a springboard to discussing social issues and 

developing critical thinking and writing skills. Andrew Hartley also addresses the plays’ 

social ideas and challenges, stating that Shakespeare crafted plays with a “singular 

breadth, a scope that ranges from issues of the immediate and personal, through the 

national or political, to the philosophical and ideological, sometimes in the course of a 

single scene or character arc” (71). The texts themes and structures offer an important 

context and contrast for much other dramatic literature that students may read in their 

English classes.  

While this depth exists within Shakespeare’s works, unfortunately, as English 

professor Ayanna Thompson and education professor Laura Turchi note, Shakespeare is 

still often taught without a careful examination of inherent context and bias within the 

plays themselves (5). This lack of examination both fails to build important critical 

reading and thinking skills and erases students’ unique identities and perspectives. 

Thompson and Turchi argue for a “more culturally responsive approach [that recognizes] 

that students bring their own perspectives and identities to their experience of 

Shakespeare’s plays—just as audiences have for more than 400 years” (5). The richness 

of Shakespeare’s language and its longevity—it is still widely read and performed over 

400 years after its writing—offer students opportunities to interrogate Shakespeare’s 
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characters, stories, and societal contexts. The approach to teaching Shakespeare that 

Thompson and Turchi advocate here underpins this project and invites students to insert 

their own voices into these conversations, therefore further validating the place of 

Shakespeare’s work in high school English curriculum. 

Shakespeare as a Complex Text 
One compelling reason to include Shakespeare in English curriculum in the 

current US educational climate is its alignment with the Common Core State Standards’ 

(CCSS) focus on teaching complex texts across the curriculum. At the time of this 

writing, forty-two states have adopted the CCSS fully, and additional states use portions 

of the framework for certain curricular areas (“Standards in Your State” n.p.). The states 

in which this study’s teachers work use the CCSS as their English/Language Arts 

standards, including elements that mention Shakespeare as one example of a “complex 

text.” Defining text complexity is challenging, and many perspectives on this aspect of 

CCSS exist. First, a “text” can refer to a wide variety of written materials; according to 

author Lorna Collier, texts can include various types of fiction (novels, short stories, etc.), 

as well as nonfiction works (such as essays, biographies, how-to manuals, charts, and 

graphs) (7). Defining “complexity” can present an even more amorphous challenge, 

because multiple factors contribute to a text’s complexity. The CCSS offer the following 

factors to consider when determining text complexity: 

• Levels of meaning (literary texts) 
• Structure 
• Language conventionality and clarity (including a continuum between 

literal and figurative/ironic text and contemporary/familiar to 
archaic/unfamiliar text) 
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• Connections to life experiences (including the thematic nature of texts and 
their perceived level of familiarity to students’ daily lives) 

• Cultural/Literary Knowledge (including whether or not students require or 
benefit from knowledge of the culture in which a text was written and 
whether or not the text itself refers to other pieces of literature or 
informational text). (“Common Core State Standards” n.p.) 
 

Examining these various pieces of text complexity, especially the ideas of language 

conventionality (i.e. iambic pentameter and the combination of prose and verse) and 

levels of meaning, the rationale for teaching Shakespeare as a complex text seems clear. 

Additionally, the CCSS use Shakespeare as an exemplar text in various grade levels. 

While arguments for and against the CCSS exist, the fact that the teachers participating in 

the program (and the artists who partner with them) are required to teach to the CCSS 

offer a compelling reason for the project’s professional development workshop to address 

teaching Shakespeare as a complex text. 

Approaches to Teaching Shakespeare 
Beyond whether the material is appropriate and valuable, a second significant 

debate regarding teaching Shakespeare in secondary education focuses on instructional 

methods. Numerous approaches to teaching Shakespeare as part of high school English 

curriculum exist. Some approaches, which I will examine in more depth in upcoming 

sections, advocate for combining approaches traditionally used by actors in rehearsal for 

Shakespeare plays with a more traditional approach to text analysis. Kate McLuskie, the 

former director of the Shakespeare Institute in Stratford-upon-Avon, expresses concerns 

that these performative, student-driven approaches to studying Shakespeare do not 

require students to “go through the difficult and alienating process of negotiating 



23 

unfamiliar language or complex questions of historical difference” (132), and instead 

advocates for a more traditional teaching approach foregrounding text analysis and 

situation within Shakespeare’s historical context. While I respect McLuskie’s emphasis 

on careful reading of Shakespeare’s texts, I believe that teaching Shakespeare through 

performative methods and deep, rigorous engagement with the text’s historical contexts 

are not mutually exclusive. In fact, embodiment offers students an alternate pathway to 

explore new meanings of curricular content (including Shakespeare) and to “demonstrate 

their understanding” (Dawson and Lee 23). 

This thesis draws primarily upon two specific teaching methods, the Royal 

Shakespeare Company’s (RSC) Rehearsal Room Pedagogy (RRP) and Drama-Based 

Pedagogy (DBP) as defined by Kathryn Dawson and Bridget Lee. Both approaches, 

discussed below, capitalize on what researcher Jeffrey Wilhelm calls “enactments,” or 

situations that call upon students to use their imaginations to interpret, extend, and 

engage with texts (8). Wilhelm argues that these types of active, imaginative strategies 

offer students multiple ways to enter the world of a new text. Thus, using drama can 

enhance students’ abilities to connect past experiences to new stories, to set intentions 

before they begin reading, to actively explore multiple perspectives within the text, and to 

interpret the author’s possible intentions and what the text might offer to them in their 

lives (11).  

Rehearsal Room Pedagogy 
RSC Associate Practitioner Rachel Gartside describes Rehearsal Room Pedagogy 

as a practice of teaching “rooted in the collaborative, inquiry based, dialogic approach 
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that characterizes both a good rehearsal room and a good classroom” (Winston 53). The 

RSC’s Rehearsal Room Pedagogy includes a series of approaches that focus on 

participants’ active engagement with Shakespeare’s text and ensemble-building within 

classrooms (O’Hanlon 8). Widely used by the RSC to describe their approach to teaching 

Shakespeare in classrooms and to teachers through professional development 

programming, this practice also includes a “theatrical submersion in the language” 

(Winston 51), a means of using the tools of theatre to analyze and activate Shakespeare’s 

language.3 This focus on the text is important to the project’s context; Northern 

Shakespeare Festival is a text-based theatre company that focuses specifically on clarity 

of spoken language (“NSF Mission Statement” n.p.). This approach to the text also 

underpins the festival’s existing educational programs; in designing the professional 

development pilot program, I incorporated these approaches because reasons listed above 

and to adhere to the company’s educational mission. 

Drama-Based Pedagogy 
Rehearsal Room Pedagogy and Drama-Based Pedagogy are closely related (see 

Figure 2.1 for a comparison of the two practices). Kathryn Dawson and Bridget Lee 

define drama-based pedagogy (DBP) as a practice that “uses active and dramatic 

approaches to engage students in academic, affective, and aesthetic learning through 

dialogic meaning-making in all areas of the curriculum” [emphasis added] (14). DBP 

uses many concrete strategies from drama and theatre, as well as active learning 

strategies from the field of education. Additionally, DBP focuses on learning in areas of 
                                                
3 This approach has been codified in The RSC Shakespeare Toolkit for Teachers, edited by current RSC 
Education Director Jacqui O’Hanlon. 
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the “3A’s” as listed above: academic or cognitive learning, affective or social-emotional 

learning, and aesthetic or artistic learning. The DBP approach has a wide range of content 

applications, including math, science, social studies, and English/Language Arts. The 

activities within this project’s workshop used Shakespeare’s text as a basis, but I wanted 

to include activities that could be more broadly applied to the varied texts classroom 

teachers cover in their curriculum. I also hoped to provide time and space for teachers to 

make connections to other curricular areas where they might use the strategies they 

experienced. Additionally, because study’s participants consist of both teachers and 

artists, including activities that apply across a wide curricular scope was essential to 

fulfill the needs of both groups. While most of the artists in the project are trained in 

Shakespeare performance and text analysis, they may teach subject areas outside their 

training depending on their contracts. Thus, using a type of pedagogy that includes cross-

curricular applications proved essential for serving the needs of both teachers and artists 

in the workshop. 

A variety of theoretical as well as practical and performative principles underpin 

drama-based pedagogy’s implementation. Among these principles are psychologist Lev 

Vygotsky’s ideas of social constructivism and activist and educator Paulo Freire’s critical 

pedagogy (Cawthon, Dawson, and Baker 314). Vygotsky proposed that young people 

learn from others around them, and that collaborations with others can help students 

develop skills beyond their current level of skill or understanding (86). He coined the 

term “Zone of Proximal Development” to refer to “the distance between the actual 

developmental level as determined by independent problem solving and the level of 
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potential development as determined through problem solving under adult guidance or in 

collaboration with more capable peers” (86). Dawson and Lee also note Vygotsky’s 

assertion that young people in school settings “always [have] a previous history” 

(Vygotsky 84), or personal and cultural experiences from a variety of sources (Dawson 

and Lee 23). Constructivism appears in DBP in multiple ways, particularly through the 

“dialogic meaning-making” component that asks students to share knowledge and 

experiences with each other. 

Critical pedagogy, originated by activist and educator Paulo Freire, also 

emphasizes collaborative meaning-making and action. Applied theatre scholar Charles N. 

Adams, Jr. defines a problem-posing model of education (a concept which originates 

from Freire’s seminal text Pedagogy of the Oppressed) as a model which elevates 

“collaborative relationships in which teachers and students become co-investigators co-

constructing knowledge” (294). He describes problem-posing education as a model in 

which students work together to solve problems and imagine solutions (294). In this 

approach to teaching, the instructor shares power with the students, utilizing their prior 

experiences and areas of expertise actively. Freire heavily influenced theatre practitioner 

Augusto Boal, who developed a model of Theatre of the Oppressed; several of his 

techniques are adapted for use in classrooms as part of Drama-Based Pedagogy (Dawson 

and Lee 17). 

Relationship Between RRP and DBP  
As I mentioned earlier in this chapter, Rehearsal Room Pedagogy and Drama-

Based Pedagogy are closely related. Both ask students to engage with academic content 
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both aesthetically and kinesthetically. I chose to focus on DBP for this study’s practical 

research project because, while both practices draw on strategies from the drama/theatre 

field, DBP feels more situated within the practice of “drama” as described at the 

beginning of this chapter, while RRP feels more situated within theatre-based practices.  

 

 Figure 2.1: Relationship Between Drama-Based Pedagogy and Rehearsal 
Room Pedagogy 
 

Figure 2.1 shows a relationship between these two practices and the way they are used 

within education. Rehearsal Room Pedagogy, as noted above, is situated as an 

educational practice that aligns more with theatre, as students work to perform 

abbreviated passages of text after engaging with them using games and other exercises 
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that are adapted from professional rehearsal room practices for education spaces. 

Meanwhile, Drama-Based Pedagogy is situated as an educational practice that aligns 

more with drama, as many of the strategies associated with this practice focus more on 

exploration of the text’s meaning rather than performance. The practices from this project 

are situated where all three circles overlap; while I focused on DBP as a theoretical 

framework and primary practice, I also incorporated elements of RRP to capitalize on the 

artists’ skills and to focus on the academic objectives inherent in teaching a dramatic text 

such as Shakespeare. 

Critical Pedagogy and Shakespeare 
The critical and constructivist practices of DBP are key to my approach to 

teaching Shakespeare. Thompson and Turchi argue that “teachers should not feel 

beholden to treat Shakespeare’s words and speeches as if they are sacred and 

unimpeachable,” as well as encouraging teachers to seek “questions over answers” (36) 

when teaching Shakespeare. While I believe the specificities of Shakespeare’s language 

offer inherent benefits to students, I also argue that students should interrogate this 

language and its many possible meanings, both finding elements that resonate with them 

and parts they challenge based on their current historical context and personal experience. 

Additionally, challenging elements of the plays themselves (i.e. religious intolerance in 

The Merchant of Venice or misogyny in The Taming of the Shrew) offer students an 

opportunity to put their experiences in conversation with a giant of English literature and 

to craft their own solutions to societal challenges that appear both in the plays and in their 

lives today.  
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In order to participate in this process, students must be able to “understand, 

decode, and analyze” complex texts (Thompson and Turchi 36), interpreting what the text 

means in order to push against it. Active, embodied approaches to teaching Shakespeare, 

such as DBP, offer multiple entry points for students to achieve the depth of textual 

understanding necessary to interact dynamically with the text and its many possible 

meanings, as well as make connections between past and present situations. Finally, 

critical pedagogy functions in this project not only as a goal for the participants to 

incorporate into their teaching practice with their future students, but also as a model for 

the way in which I sought to interact with the participants themselves. While the 

professional development experience necessarily included sharing of information and 

practical teaching strategies, it also included space for collaborative problem-solving of 

teaching challenges generated by both facilitators and participants. 

PROFESSIONAL DEVELOPMENT FOR TEACHERS AND ARTISTS 

Professional Development for Teaching Artists 
While professional development for classroom teachers (which I will discuss in 

depth in the next section) has been consistently researched, professional development for 

teaching artists is a newer and less-documented field. The Association of Teaching 

Artists cites three major areas in which teaching artists need experience to be successful:  

• “the art form the artist practices,”  

• “the classroom environment and human development,” and  

• “pedagogy and working in a school environment” (“What Does a 

Teaching Artist Need to Know” n.p.).  
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In my informal conversations with NSF’s teaching artists, they cited concerns about 

teaching in schools; they understood the craft of their art form and had considerable 

training in it, but felt they lacked the necessary pedagogical knowledge and 

understanding of public school systems to be as successful as they wanted to be. Theatre 

professors and researchers Mary Elizabeth Anderson and Doug Risner identify a primary 

tension in teaching artist training and professional development, what they call the 

“highly trained but less than prepared” paradox, in which teaching artists often possess 

considerable training in their art forms, but may lack pedagogical experience or 

knowledge of human development necessary to be successful in school contexts (9). 

Additionally, Anderson and Risner note several ways some teaching artists seek 

professional development, including attending conferences, writing reflective pieces for 

blogs and magazines, and networking with other teaching artists, although almost half of 

theatre teaching artists do not attend conferences or other opportunities, often due to lack 

of funding (7).  

Some formal opportunities for teaching artist professional development exist, 

such as the Kennedy Center’s seminars for teaching artists (which focus on residency 

planning, designing performance engagements, and preparing teaching artists to train 

classroom teachers in arts-based practices) (“Partners in Education: Overview of 

Seminars”). These opportunities, however, also pose barriers to access for teaching 

artists; the seminars require 6-8 months advance booking and, due to their cost, must be 

hosted by an organization (“Partners in Education: Overview of Seminars”). Location 

also plays a major role in availability of teaching artist professional development; some 
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opportunities, such as the Kennedy Center seminars, can be provided in communities 

where teaching artists live and work. Others specifically focus on teaching artists 

working in a particular community, such as the Teaching Artist Development Studio, 

housed at Columbia College Chicago, designed for teaching artists who work in Chicago 

Public Schools (“Teaching Artist Development Studio”) and the New Orleans Teaching 

Artist Institute, which tailors its programming to local teaching artists (“New Orleans 

Teaching Artist Institute”). Still others require teaching artists to travel to a specific 

location for professional development, such as the Lincoln Center Institute in New York 

City (“Summer Forum”). All of these models offer inherent benefits and challenges, and 

may fit the needs of different artists and communities effectively.  The majority of the 

programs that offer this kind of professional learning, however, take place in urban 

centers, making access potentially more challenging for teaching artists who work in 

smaller or more remote communities. 

Professional Development for Classroom Teachers 
While more codified professional development opportunities and requirements 

exist for classroom teachers than for teaching artists, professional development researcher 

Thomas Guskey argues that these experiences often prove ineffective (3). Education 

scholars Deborah Lowenberg Ball and David K. Cohen note that most professional 

development takes place in one-time workshops and come from the perspective that 

“teachers are thought to need updating rather than opportunities for serious and sustained 

learning of curriculum, students, and teaching” (4). A team of researchers from Stanford 

found that while a great majority of teachers in the U.S. participate in professional 
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development, only about half of teachers found the professional learning opportunities 

they participated in to be useful to their practice (Darling-Hammond et al 21). 

While these statistics and perspectives are bleak, characteristics of effective 

professional development for teachers exist. According to the Center for Public 

Education, five of these principles include the following: 

• The duration of professional development must be significant and ongoing 
to allow time for teachers to learn a new strategy and grapple with the 
implementation problem. 

• There must be support for a teacher during the implementation stage that 
addresses the specific challenges of changing classroom practice. 

• Teachers’ initial exposure to a concept should not be passive, but rather 
should engage teachers through varied approaches so they can participate 
actively in making sense of a new practice. 

• Modeling has been found to be highly effective in helping teachers 
understand a new practice. 

• The content presented to teachers shouldn’t be generic, but instead 
specific to the discipline (for middle school and high school teachers) or 
grade-level (for elementary school teachers). (Gulamhussein 14-17) 
 

While the scope and the time constraints of this study (NSF operates in the summer 

months, not during the academic year) make these principles possible to implement in 

varying degrees, they serve as a guide for this project’s model. Particularly, I focused on 

the ways my co-facilitator and I could model constructivism for participants and 

structured the workshop in a way that they could co-construct their own learning 

experience as well. The project’s structure views teachers and artists in an asset-based 

framework rather than, as Ball and Cohen mention above, seeing educators “in need of 

updating.” I sought to position both teachers and artists as experts in their own disciplines 

and offer space for them to develop their own practice based on their personal experience 

and assets.  



33 

Professional Development for Teachers and Artists 
Models that train teachers and artists together often focus on the partnership of 

teachers and artists and their ability to work together on a specific upcoming project 

rather than change for the individual teachers’ and artists’ practices. For example, the 

Right Brain Initiative (based in Portland, Oregon) invites teachers, teaching artists, and 

principals to undertake professional learning together. The groups then plan artist 

residencies with the support of an arts integration coach (“How It Works” n.p.). The 

model focuses specifically on partnership, bringing together assets from teachers and 

artists, arts organizations and schools, as well as other entities, to offer greater access to 

arts-based teaching and learning in Portland area public schools. 

A similar premise emerges from the Chicago Arts Partnerships in Education 

(CAPE). In Renaissance in the Classroom, one of CAPE’s publications, Karen Erickson, 

a professional teaching artist who has also written Illinois state fine arts standards and 

leads arts integration workshops for the Kennedy Center, explained the rationale behind 

working with teachers and artists simultaneously: 

The artists need to share their work and process with teachers. The teachers need 
to share their educational expertise with the artists. Each also needs to share the 
culture of their art form and the classroom with each other. Then they find the 
meeting points: the places where they can connect their work together.” 
(Burnaford, Aprill, and Weiss 28)  
 

This idea of reciprocal sharing of expertise proved to be a core principle behind this 

thesis project as well. I hoped to draw on the voices, experiences, and spaces of expertise 

for both teachers and artists, seeking mutual benefit from the professional learning 

experiences. I also wanted to find out how artists and teachers might benefit from 
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working alongside each other in a professional learning space, even if they did not go on 

to plan or facilitate a residency together. While I have great respect for the models 

described above, the needs of the more rural context where the project was located also 

differ from the more coordinated effort in a large, urban district such the Chicago Public 

Schools. NSF has a relatively small residency program (1-2 artists teaching in 5-6 

classrooms per year) and limited financial resources for large-scale collaborations. 

Moreover, because of NSF’s relatively rural location, the artists tend to work with a 

number of schools and school districts which all have different needs and priorities, and 

these locations can shift from year to year based on funding availability. For these 

reasons, I set out to design this project to serve not only the collaborative abilities of 

teachers and artists to work together and co-teach in a classroom residency, but also the 

individual needs of those teachers and artists to be able to successfully and independently 

implement a practice—DBP—that brought together the fields of theatre and education in 

a variety of spaces where they might work.  

Drama for Schools Model for Professional Development 
My experience as a teaching artist for the drama-based professional development 

organization Drama for Schools (DFS) shaped many of the strategies and structures I 

used in the professional development workshop component of this study. This program, 

originally designed and piloted by University of Texas professor Sharon Grady, works 

primarily with public school districts to offer drama-based professional development to 

classroom teachers. The model uses Drama-Based Pedagogy to “critically engage both 

teachers and students in a collaborative, dialogic learning environment” (Cawthon, 
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Dawson, and Baker 314). Part of this environment includes a commitment to asset-based 

assumptions about participants in professional development experiences (Cawthon and 

Dawson 146). 

DFS draws from leading professional development researcher Thomas Guskey’s 

framework which suggests that effective professional development is intentional, 

ongoing, and systemic (16). DFS strives to consider individual schools’ context and 

challenges during the process of developing professional development workshops and 

materials for schools (Dawson, Cawthon, and Baker 314), thus intentionally crafting 

activities and information most likely to be of use to the teachers in each specific 

partnership. DFS also fosters partnerships that allow for ongoing professional 

development, facilitating extended professional development sequences rather than one-

off workshops and seeking multiple forms of engagement with teachers, including one-

on-one in-classroom collaboration between DFS teaching artists and classroom teachers. 

Additionally, DFS seeks to embody Guskey’s idea of “systemic” professional 

development (16), developing partnerships not only with individual teachers but also with 

administrators and larger school districts and initiatives (such as the Austin Independent 

School District’s Creative Learning Initiative).  

In addition to this particular framework of effective professional development and 

the ideas of constructivism and critical pedagogy, DFS uses Malcolm Knowles’ theory of 

“andragogy,” or adult learning. Some this philosophy’s principles include the role of 

learners’ experiences (honoring adults’ varied life experiences and building upon them), 

adults’ readiness to learn (being in the mindset or developmental stage to internalize and 
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use new information), adults’ orientation to learning (focusing more on tasks and 

problems rather than disciplines), and motivation (adults tend to be more intrinsically 

motivated to learn rather than focusing solely on extrinsic rewards (Knowles, Holton, and 

Swanson 64-69). 

While the long-distance nature of this pilot project and the thesis timeline make 

applying the entirety of the frameworks that underlie Drama for Schools less feasible, the 

project includes similar structures that adhere to adult learning theory and attention to 

context, both for the teachers’ schools and the artists’ experience working for a nonprofit 

arts organization. Additionally, while the teachers and teaching artists work in different 

schools (so attention to a single set of demographic and contextual factors proves 

impossible), the model I have developed focuses heavily on the content and age group 

that the teachers and teaching artists work with, as well as the applicable state standards 

for English Language Arts. The project also includes a follow-up, in-classroom visit for 

the teachers to extend their engagement with the program and offer a more “ongoing” 

component. Finally, asset-based assumptions of both teachers and teaching artists 

underlie my research questions and project structure; I am interested in the ways teachers 

and artists exchange information and expertise with each other within professional 

development spaces.  

PURPOSE 
This study seeks to explore the experience of teachers and teaching artists in a 

professional development model focused on active and performative approaches to 

teaching Shakespeare in secondary English classrooms. While a significant body of 
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literature exists with regards to teaching Shakespeare using active and dramatic 

approaches, much of the research stems from the RSC’s model in Britain, which has a 

different educational system than the US. Additionally, the arts-based professional 

learning models that are based in the United States often focus more on teachers and 

students in elementary education rather than secondary spaces (Pennisi 104). 

Furthermore, while there is much research available regarding teacher professional 

development and using drama in the classroom, less literature exists considering 

professional development for teaching artists and how a sharing of expertise between 

teachers and teaching artists might impact the pedagogical and artistic practices of both 

groups. The initiatives that do address this area, which have served as great inspiration 

for this project, primarily function as independent organizations that partner with school 

districts in large urban centers, whereas this project focuses on teachers and artists 

coming to a regional theatre in a rural area to engage in professional learning.  

Considering these factors, this thesis seeks to examine the influence of context on 

arts-based professional development for the secondary level, and the individual and 

collective experiences of both teachers and teaching artists as they explore ways to teach 

complex texts using drama. In this chapter, I have reviewed literature related to drama 

and theatre practices within classroom spaces, specifically DBP and RRP, as well as a 

number of approaches to teaching Shakespeare at a secondary level. I also discussed 

various approaches to professional development practices for teachers and artists, 

including the Drama for Schools approach to professional learning, which serves as a 

model for this project. In the next chapter, I will analyze the experiences and beliefs of 
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teachers and artists as they moved through the arts-based professional learning 

experience. 
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Chapter Three 

At the microsystem level an individual is shaped by a “pattern of activities, roles, 
and interpersonal relationships experienced by the developing person in a given 
setting.” (Bronfenbrenner 22) 
 
We really would…dig deep into the structure and theory of what we’re doing, 
then do some really detailed illustrations of what those activities and exercises 
are, and then participate in one of those [exercises] and then try to find a way to 
facilitate them ourselves in some way…so we are sort of getting more and more 
responsibility or more complex understanding of what we’re doing.  (David, 
Artist, Interview, 23 July 2016) 
 
It was very deliberate about the order in which [the workshop] interspers[ed] 
activities to make us feel comfortable or just connect with one another and build 
some confidence along the way. I think that was a key part of the success of the 
workshop is the scope and sequence. As opposed to the first day being all 
community building, no strategies, then the next day, just strategies and you’re 
like by yourself. I didn’t really know what was coming, and I think that’s a good 
parallel, a good model for us to see, keep them on their toes sort of thing. I would 
say if this process would continue, continuing to be so mindful about the order in 
which you do these strategies and to build up so by the time we get to the action 
plan we get it. (Melissa, Teacher, Interview, 23 July 2016) 
 
 

When I asked participants to describe their experiences of the professional 

learning workshop, they shared that it provided an intentional space to build knowledge 

and understanding of arts-based learning strategies as well as a place to connect with 

other participants through the workshop’s activities. As the quotes at the top of this 

chapter indicate, participants noted how the workshop’s structure shaped their overall 

learning experience. Charland equates Bronfenbrenner’s microsystem to “understandings 

of teaching practice and student learning, role of teacher and student, pedagogical 

repertoire, [and] commitment to art as teaching/learning tool in the general classroom” 

(6). These elements applied to both teachers and artists when considering their teaching 
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practices in public school contexts, as well as the ways they experienced the professional 

learning workshop itself. 

This chapter will examine the research question, “what is the experience of 

teachers and artists in an arts-based professional development model focused on 

Shakespeare and complex texts?” To address this question, I will introduce the context of 

the Shakespeare festival where the project took place and position myself, my co-

facilitator, and the study’s participants in relationship to this context. Next, I will outline 

the ways in which the participants’ goals informed the ways I chose to structure the 

workshop and the theoretical underpinnings that informed the workshop design. I will 

then share my qualitative research methodology and the process I used to analyze 

qualitative data, focusing specifically on participants’ semi-structured interviews. I then 

describe the quantitative measures used in this study and their outcomes in relationship to 

the participants’ reported senses of self-efficacy as teachers of complex texts and their 

comfort with drama-based pedagogy. Finally, I will offer one caveat to the data presented 

in this chapter and summarize the chapter’s findings. 

LOCATION: NORTHERN SHAKESPEARE FESTIVAL 
Northern Shakespeare Festival (NSF) is located in the northern Midwest in a town 

of about 25,000 people. Like many Midwestern Shakespeare companies, its productions 

take place in the summer. The company generally produces two plays by Shakespeare 

and one other piece, frequently a “modern classic” such as a work by Tennessee 

Williams, or a contemporary play that resonates thematically with the Shakespeare 

pieces. NSF’s aesthetic prioritizes clarity of language and story. The festival, whose 
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leaders frequently describe it as a theatre “with education at its core,” also houses an 

apprentice actor training program, technical and administrative intern program, and 

several education programs for students ages 4-18 during its summer season. The 

professional learning workshop that this document focuses on took place in classrooms at 

the university where NSF is housed, in the same building as the festival’s other summer 

educational programs. The flagship of these programs, The Shakespeare Experience4, is a 

tuition-based program for middle and high school students interested in acting. This 

program offers an intensive introduction or continued study of the professional acting 

process, including text analysis, scansion (how iambic pentameter works and translates to 

performance), rhetoric, movement, acting, and stage combat. It also serves as a point of 

pride for the company and the artists who teach various courses and direct the final 

production. The vast majority of these individuals are members of the NSF acting 

company or technical staff, some of whom may not have taught before joining this 

program’s teaching staff.  

The festival also recruits artists to teach in a residency program called 

Shakespeare Connections that takes place during the academic year in area schools. This 

residency model works with high school English classes using performance-based 

techniques to teach Shakespeare as literature. This program is grant-funded, usually with 

a collective effort on the parts of NSF and its partner schools, and is the primary piece of 

festival programming that takes place outside of the summer performance season. The 

teaching artists hired for this program are often instructors of the summer programing as 

                                                
4 Program names have been changed. 
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well. Two of the artists who had previously taught in this program were participants in 

this study’s practical research project. 

FACILITATORS’ POSITIONALITY AND INTENTIONS 
Teaching artists and theatre scholars Kathryn Dawson and Daniel A. Kelin argue 

that teaching artist projects benefit from intentionality. They suggest that teaching artists 

should develop and implement a project with purpose: 

through an acknowledgment and understanding of the needs and goals of all 
participants (including the facilitator) as well as of the complicated systems that 
surround the program or project (the arts organization, school, funder, public 
policies, etc.). (47) 

 
As the primary investigator and lead facilitator for this pilot program, many of the 

decisions that guided the project stem from my beliefs about teaching, learning, and the 

arts, which are shaped by my education and training as well as my identity and 

worldview. I straddle the line between teaching and professional theatre regularly. I have 

spent extensive time in rehearsals observing high-quality work by performers, directors, 

and designers, all of which informs my understanding of theatre as an art form and a 

teaching tool. While I lack formal full-time classroom teaching experience, I have 

worked as a teaching artist in Pre-K through post-secondary classrooms, both 

independently and in partnership with classroom teachers. I have also taken graduate 

level coursework in education and drama-based pedagogy and spent two years as a lead 

professional development facilitator with multiple partnerships in the Drama for Schools 

program. 
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I have a long history with Northern Shakespeare Festival. I worked in stage and 

production management (2009-2012) and as the Education Coordinator (2013-2014), 

which involved both teaching and administrative tasks. Because of this varied experience, 

I have a solid working knowledge of the company’s operations. As a former employee 

and current consultant at the time of the project, I both shaped and responded to NSF’s 

educational priorities. Additionally, I have a close professional and personal relationship 

with NSF’s current Artistic Director and have been involved in strategic planning for 

education initiatives since my departure in 2014. Lastly, because of my ongoing 

engagement with the company, I had previous relationships, both professional and 

personal, with four of the five participants in the research project.  

My co-facilitator Andrew has been an NSF acting company member for nearly a 

decade and also founded the summer education programs. Andrew is a professor of 

theatre history, performance, and dramaturgy at the University of Texas at Austin. He 

also had previous close relationships with the artists who participated in the study. 

Andrew joined the project for several reasons. He was interested in drama-based 

pedagogy’s potential applications in K-12 and university contexts, and thought that 

involvement with this project could provide an opportunity for him to experience that 

work firsthand. I was excited to work with a co-facilitator who had Andrew’s rich 

background in performance theory and techniques. I hoped we would contribute our 

assets to the program’s designs as well as learn from the other’s expertise. Because of my 

experience in professional learning design and facilitation, I planned the majority of the 

course structure and sequence of activities, while Andrew shaped and led the sections of 
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the workshop that drew more directly from professional performance practice. In the next 

section, I will detail the participants’ intentions and goals surrounding the project. 

PARTICIPANTS 

Teachers and Their Contexts 
This practical research project included two classroom teachers, both of whom 

taught in school districts within one hour of NSF. Because of the pilot nature of this 

project, I focused on recruiting from a pool of teachers familiar with NSF, either because 

they had previously attended NSF productions with their students or participated in the 

festival’s school-based residency program.  

Julie5 
Julie had completed 13 years of high school English teaching when the workshop 

took place. She was active in the professional learning community for the English 

department at Lexington High School, a small, rural high school located about 45 

minutes from NSF. 60.9% of the students in the Lexington district were categorized as 

economically disadvantaged (“Lexington District Report Card 2015-2016 Summary”). 

Julie also described a sharp increase in recent years in the number of Hispanic/Latinx 

students in her classes who speak English as a Second Language6. While Julie noted that 

she didn’t always feel prepared to fully support students who were English Language 

Learners, she was excited to adapt to her district’s changing demographics as well as find 

effective approaches to teaching complex texts for all of her students.  
                                                
5 All participants are identified by pseudonyms. 
6 29.9% of high school students enrolled during the 2015-2016 school year were Hispanic/Latinx 
(“Lexington High“), up from 14.4% in 2011-2012 (“Lexington Hi”). In 2015-2016, 52.6% of the students 
in the district as a whole were Hispanic/Latinx, (“Lexington District Report Card 2015-2016 Summary”). 
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Julie teaches a wide range of English/Language Arts classes, including two 

sections of freshman English, one section of a supplementary class for freshman students 

who struggle with English (predominantly English Language Learners), one section of 

senior English, and one section of AP English Literature. She has brought groups of 

students from her classes to see NSF productions for several years, and is a Shakespeare 

“fan” herself. She also has some high school and college theatre experience (Julie, 

Interview, 22 July 2016). Lexington High School had also participated in NSF’s school-

based Shakespeare residency during the 2015-2016 school year, but Julie had minimal 

contact with the artists while they were visiting her campus. As a participant in this 

project, she hoped to “learn new techniques to really engage [her] students (esp. 9 and 12 

grade students) with Shakespeare [and] dig in more with language instead of focusing 

only on plot, but to do so in a way that is engaging and interesting” (Julie, “Background 

Information”). 

Melissa 
Melissa had just completed her fourth year of teaching at Marion High School 

(MHS), which is located in a town of about 5,000 residents (“City of Marion”), when the 

workshop took place. At the time of this study, 92% of MHS’s student body was white, 

with no English Language Learners listed for the 2015-2016 school year. 14.2% of 

students qualified for free and reduced lunch (“Marion High School”). Melissa taught 

four sections of freshman English and one section of senior English a MHS. She earned 

her teaching degree at the college campus that hosts NSF, and has attended multiple NSF 

productions over the past six years (Melissa, Interview, 23 July 2016). Melissa was 
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instrumental in writing the grant that funded NSF’s school-based residency on her 

campus in Marion, and she was a vocal advocate for the program both in her school 

district and in the region. She also had personal familiarity with two of the workshop’s 

participants who had taught in her classroom during the residency the previous year. 

Melissa hoped to “gain strategies for working with drama” and “learn more about 

teaching dramatic elements connected to the plays [she] teach[es]” from the workshop 

(Melissa, “Background Information”).  

Artists and Their Contexts 
I recruited artists for this project that had a relationship with NSF. The artists who 

had worked with the school-based residency previously had expressed concerns about 

their preparedness to teach in a school context, and I hoped to accomplish two things by 

working directly with artists who would likely hold these positions again. First, I hoped 

to help the artists build confidence in their abilities to teach. Second, as a former 

employee of NSF and an ongoing supporter, I wanted to support the artists employed by 

the festival by offering a replicable model of training that the company could choose to 

adopt in future years.  

Liz 
Like many of the professional acting company members at NSF, Liz began her 

work with NSF as an acting apprentice in 2009, then became an acting intern and an 

acting company member. Prior to coming to NSF, Liz had worked for an educational 

touring Shakespeare program, in which she performed abbreviated versions of 

Shakespeare’s plays and invited students to join her colleagues onstage to embody small 
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roles within the performance (Liz, Interview, 23 July 2016). She taught for several years 

at NSF, beginning in 2011 in the Shakespeare Experience program for middle and high 

school students. Within this program, she primarily taught text analysis and voice and 

coached students’ scene work. Additionally, she had taught for NSF’s school-based 

residency program (Liz, Interview, 23 July 2016). Liz felt much more comfortable 

directing a performance of an abbreviated script than working in an English classroom 

with students whose levels of interest and ability to explore portions of Shakespeare’s 

text varied widely (Liz, Interview, 23 July 2016). Her goals for the workshop included 

gaining “a greater understanding of how to plan a lesson for high school students with 

consideration for all levels of English. I hope to expand my database of active learning 

exercises. I hope to become more confident with drama-based pedagogy teaching skills” 

(“Liz, Background Information”). 

 Allie  
Allie, a freelance theatre artist, also began working at NSF as an acting apprentice 

in 2009. After several summers away pursuing other professional opportunities, she had 

returned as a text coach7. She also taught within NSF’s summer education programming 

and alongside Liz in NSF’s classroom residency program, and expressed similar 

challenges regarding her ability to work with students with varying levels of interest and 

ability related to Shakespeare’s text. Before teaching at NSF, Allie had performed in an 

abbreviated version of a Shakespeare play at another company and had facilitated anti-

                                                
7  According to the Globe Theatre, text coaches explain rationale behind cuts made to the 
script and assist actors with discerning and utilizing the text’s meaning and rhythm 
(“Text in Performance”). 
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bullying workshops using theatre games and ensemble-building techniques (Allie, 

Interview, 23 July 2016). Allie’s goals for the professional learning workshop included, 

“[planning] more effective lessons for a broad range of students and in the context of a 

classroom. I don't feel like I have effective ways of sharing my knowledge or enthusiasm 

with students not exactly like me” (Allie, “Background Information”). 

David 
David was in his fourth season at a member of the acting company during the 

professional development workshop. He began teaching in the summer education 

programs during his first season, focusing primarily on stage combat but also teaching 

voice, speech, and text analysis (David, Interview, 23 July 2016). David had taught a 

number of undergraduate theatre classes as a graduate instructor and had two years of 

residency teaching artist experience with another Shakespeare festival; these classes 

focused mostly on having students interact with Shakespeare’s language (David, 

Interview, 23 July 2016). While David has not taught in the NSF school residency, he 

described similar challenges with students in English classrooms regarding time and 

student motivation (David, Interview, 23 July 2016). David hoped the professional 

learning workshop would help him, “to gain a better understanding of how to collaborate 

with teachers. To gain confidence as a teaching artist. To develop solutions to better 

engage with students of different levels and backgrounds” (David, “Background 

Information”) 

PROGRAM DESIGN: ALIGNING THE WORK TO PARTICIPANTS’ GOALS AND INTENTIONS 
Professional development researcher Thomas Guskey explains that 
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true professional development is a deliberate process, guided by a clear vision of 
the purposes and planned goals. These goals form the criteria by which content 
and materials are selected, processes and procedures developed, and assessments 
and evaluations prepared. (17)  
 

Guskey goes on to describe how starting a professional development planning process 

with clear goals that are worthwhile for the participants ensures that professional 

development programming serves as an intentional learning space (17-18). In order to 

construct goals to inform this project’s curriculum design, I first asked the participants 

what they hoped to gain from the experience. This seemed particularly important since 

the teachers and artists were coming from very different contexts, types of training, and 

amounts of teaching experience. All of the participants were highly skilled in their home 

disciplines of education or theatre. When examining what the teachers and artists sought 

to learn from embarking on a professional learning experience, however, the teachers 

cited things that the artists had already mastered, such as ways to engage actively and 

meaningfully with Shakespeare’s text. On the other hand, the artists hoped to learn the 

things that were second-nature to the teachers, including classroom management 

techniques and approaches to working with students with diverse abilities.  

To construct the workshop’s curriculum, I began with five primary elements I 

hoped the participants would gain from the workshop, aligning these intentions with the 

goals the participants cited on their intake paperwork. The first three goals applied 

equally to teachers and artists, and the last two goals were specifically focused on one 

group or the other: 
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1. Teachers and artists will gain new teaching strategies for use with 

Shakespeare and other complex literary texts. 

2. Teachers and artists will collaboratively create a full sample lesson plan 

and an action plan for moving the teaching strategies experienced in the 

workshop into their teaching spaces. 

3. Teachers and artists will have the opportunity to share their experiences, 

questions, and expertise related to theatre and teaching with each other. 

4. Teachers will gain a greater understanding of the theatrical and creative 

process through engagement with theatre artists and drama-based 

pedagogy. 

5. Artists will gain a greater understanding of the theoretical and practical 

elements of classroom teaching through engagement with classroom 

teachers and drama-based pedagogy. 

These goals guided the structure of the session plans (see Appendix A for an example) 

for each day of the workshop. While I had considerable experience facilitating drama-

based teaching with teachers, I was less familiar with how to create spaces for 

participants to share, exchange, and teach each other across disciplines.  

PROGRAM DESIGN: TRANSLATING KEY THEORIES OF LEARNING INTO PRACTICE 
In this section, I examine the theories and practices that underpin the professional 

learning workshop’s curriculum design. First, I will discuss the ways the workshop 

structure enacted elements of socio-constructivist learning theories. Then, I will explain 

how the workshop curriculum and approach used critical pedagogical principles. Finally, 
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I will note the ways the workshop curriculum enacted the “3 A’s” of drama-based 

pedagogy: academic, aesthetic, and affective learning domains. 

Constructivism 
Jeffrey Wilhelm’s “Show Me, Help Me, Let Me” framework (which builds on the 

work of educational theorist Lev Vygotsky) suggests that learning is most effective when 

students experience or are shown how to do a task (“Show Me”), then work through it 

with a teacher or more experienced peer (“Help Me”), and finally have the opportunity to 

practice that task independently with a teacher observing (“Let Me) (21). Andrew and I 

used this framework when designing the curriculum for the professional learning 

workshop. The program’s larger overview (see Table 3.1) used this framework, as it first 

presented the participants with information and drama-based teaching strategies (“Show 

Me”), then offered space for discussion regarding the applicability of these strategies and 

supported lesson planning time (“Help Me”), and finally asked the participants to 

facilitate a model lesson for their colleagues and create an action plan of how they 

planned to use a similar lesson structure in their future teaching practices (“Let Me”). 

Within this overarching structure, the workshop’s individual activities followed a similar 

sequence. After teachers and artists participated in a drama-based strategy as though they 

were students (“Show Me”), they then discussed or “strategy processed” the activity, 

thinking specifically about the skills and academic objectives the strategy might address 

with guidance from the facilitators (“Help Me”), and finally generated ways they might 

use the strategy in their own teaching contexts (“Let Me”). 
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Monday, July 18th 

Morning Activities for participants to access their prior knowledge 
and beliefs about teaching, learning, and the arts.  

 

Afternoon Activities with the goal of introducing students to pieces of 
complex text. 

Show Me 

Tuesday, July 19th 

Morning Activities designed to explore complex storylines through 
Image Work. 

Show Me 

Afternoon Activities designed to build and perform characters. Show Me 

Wednesday, July 20th 

Morning Activities focused on helping students build imaginative 
worlds based on passages of text.  

Show Me 

Afternoon A class-length model lesson (45 minutes) focused on 
building characters based on scenarios from As You Like It, 
followed by an in-depth analysis of the lesson structure.  

Show Me/ 
Help Me 

Thursday, July 21st 

Morning Planning a 45-minute lesson plan in small groups. Help Me 

Afternoon Facilitating lesson plan for the rest of the participants.  Let Me 

Friday, July 22nd 

Morning 
 

Creating “Action Plans” for future use of drama-based 
pedagogy.  

Let Me 

Afternoon Sharing experiences and action plans with NSF staff 
members and stakeholders. 

Let Me 

 

Table 3.1: Outline of Instructional Activities (An example session plans is available in 
Appendix A.) 

Critical Pedagogy 
The constructivist workshop structure also incorporated elements of critical 

pedagogy. Critical pedagogy prioritizes dialogue between teachers and students (Freire 
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61) and recognizes individuals as “beings in the process of becoming” (Freire 65) rather 

than as having static identities and behaviors. At the top of the workshop, Andrew and I 

positioned ourselves as co-investigators rather than possessors of knowledge. We 

explained that one of our goals was to create an environment where we collectively 

investigated ways to use drama-based approaches to teaching Shakespeare in secondary 

English classrooms. By framing our work as “problem-posing,” we attempted to position 

ourselves as co-learners (and researchers) ready to be “taught in dialogue with the 

students” (Freire 61).  

Critical pedagogical principles also specifically influenced the way discussion and 

dialogue were structured within the workshop. Instead of delivering content in a way that 

indicated there was one correct way to engage with it (which would fall under Freire’s 

concept of the “banking concept” of education (53)), we deliberately included spaces for 

the participants to make connections between the material and their practices and to 

challenge whether the material would work when situated in their teaching contexts. 

Additionally, we included space for participants to critically interrogate the texts 

themselves, along with their historical context. One of the workshop’s days focused 

solely on As You Like It, which, while it includes one of Shakespeare’s most beloved 

heroines, also contains significantly challenging representations of gender roles. The 

model lesson we facilitated asked the participants to interrogate their own ideas about 

gender and make connections between gender, their lived experiences, and the script 

itself. By including opportunities for the participants to engage critically with the 

workshop material, we both hoped to shape their own experience and model how they 
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might use critical pedagogical frameworks in their own learning design and teaching 

practices. 

The “3 A’s:” Academic, Aesthetic, and Affective 
Dawson and Lee include three areas of learning addressed by drama-based 

pedagogy: academic, aesthetic, and affective (18). Part of drama-based pedagogy’s rigor 

stems from the fact that participants use and reference specific skills and habits of mind 

from all three domains in their learning. As students build artistic skills (for example, 

through the creation of aesthetically dynamic frozen tableaux of a moment from a story), 

they also use critical approaches to text analysis (an academic skill) and practice 

collaborating with their peers (an affective, or social-emotional skill). Because the 

professional learning workshop sought to serve teachers’ aesthetic goals (how to teach 

students to interpret and embody Shakespeare’s language, which in this case constitute 

the art form of drama itself) and the artists’ more academic goals (how to differentiate 

instruction to support students’ varied learning styles), Andrew and I sought to 

incorporate spaces for each of the “3A’s” within the workshop design.  

We intentionally aligned the workshop curriculum specifically with the academic 

content the participants needed to teach. This occurred most often in the “Show Me” 

sections (see Table 3.1) when we led participants through activities focused on a specific 

Shakespeare play. We made this decision to cover several texts that the teachers and 

artists taught on a regular basis (Romeo and Juliet, Hamlet, Macbeth). Additionally, since 

the NSF residency program and the classroom teachers both primarily addressed 

secondary English/Language Arts contexts I was able focus specifically on using DBP to 
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teach analysis and synthesis skills and academic standards in a secondary 

English/Language Arts space rather than needing to incorporate a broader array of 

academic material.  

Our focus on Shakespeare as one of the academic topics within the workshop 

enabled us to engage with aesthetic learning in complex ways. Shakespeare aligns even 

more naturally with DBP than other academic subjects might, since his primary works are 

scripts. The workshop began with an invitation to consider ways to initially approach 

complex texts with students, then included drama-based experiences designed to enhance 

students’ abilities to analyze complex texts, then offered ways students could visualize 

imaginative worlds based on dramatic text, and finally examined how they could analyze 

and create characters based on Shakespeare’s texts (see Table 3.1 for additional details). 

We grounded our exploration in the aesthetics of Shakespeare’s language including ways 

to differentiate verse from prose and how to activate the principle of “given 

circumstances” that comes from professional acting to help students understand ideas of 

character analysis and motivation. We also worked to make connections through art-

making (such as drawings and tableaux) to the language, plot, characters, and themes of 

the plays.  

As theatre is an inherently collaborative art form and DBP naturally draws upon 

the practices of drama and theatre, the affective elements of the professional learning 

workshop emerged organically from the participants’ natural engagement with DBP 

strategies. The workshop involved activities that presented certain elements of risk (such 

as tasks that requested some element of physical touch between participants and short 
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performances in front of the group). To scaffold participants’ ability to feel comfortable 

taking artistic risks with each other, Andrew and I began the week with strategies that 

included active learning approaches (activities likely familiar to the teachers and 

relatively anonymous, so the participants could express their ideas without concern over 

being “wrong”) and moved progressively toward the potentially riskier activities such as 

making frozen tableaux or performing characters.  

 

QUALITATIVE METHODS 
As introduced in Chapter One, I used a mixed-methods study design to collect 

both quantitative and qualitative data about the participants’ experiences in the 

professional learning workshop. The artists and teachers participated in semi-structured 

interviews, one immediately following the workshop (which will serve as the primary 

data for this chapter), and one in October 2016, several months after the workshop’s 

conclusion. I analyzed the interview data using William Charland’s adaptation of 

Bronfenbrenner’s systems theory framework that I introduced in Chapter One. I used 

Charland’s three categories: (1) personal beliefs, (2) relationships [to other people], and 

(3) “fit,” or systemic elements (6). Once I had coded for these three major ideas, I looked 

for sub-themes within each of the categories to determine how individuals and groups 

(teachers and artists) described their experiences within these three areas. I focused 

primarily on the “personal beliefs” category, which Charland describes as “idiosyncratic 

understandings, dispositions, values, personal mission, Firsthand experiences with 

colleagues, students, community” (5). Because I was interested in the participants’ 
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experiences in relationship to the practice of drama-based pedagogy and Shakespeare, I 

re-coded the “microsystem” or “personal beliefs” data looking for examples related to the 

“Three A’s” of DBP learning (i.e. Academic (cognitive or content-based), Affective 

(social or emotional), or Aesthetic (artistic or creative) (Dawson and Lee 18)) in the 

participants’ descriptions of their experiences in the professional learning workshop. 

Then, I re-examined the three categories of data for emergent themes, which I will detail 

later in this chapter. 

PARTICIPANT EXPERIENCE OF THE ACADEMIC, AESTHETIC, AND AFFECTIVE DOMAINS 

I was particularly curious as to how the participants would describe their own 

academic, affective, and/or aesthetic learning as part of their reflection on their 

professional learning experience. As  I re-coded the interviews after establishing which 

sections pertained to participants’ individual experiences or beliefs, I noticed that the 

participants rarely mentioned “aesthetic” experiences. Comments that I coded as 

“academic” predominantly pertained to beliefs about how students learn, rather than the 

participants’ own learning experiences or pedagogical knowledge relate to the academic 

content. While this type of information is valuable in considering the ways the 

professional learning experience helped teachers and artists translate the content to their 

classroom spaces, I was most curious about the participants’ personal experiences within 

the workshop itself. I found that the participants described their experience 

overwhelmingly in terms of their affective, or social-emotional experiences within the 

workshop. After a final coding of the affective data subset, two major categories 

emerged: overcoming fear and apprehension, and enjoyment of the workshop itself. 
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Overcoming Fear and Apprehension 
The majority of the participants mentioned some element of nervousness, 

apprehension, or fear upon entering the workshop. Some of these concerns stemmed from 

the participants’ worries about their ability to achieve the workshop’s goals or contribute 

to the group. One of the teachers noted that she “want[ed] to make a good impression 

because, kind of like I didn’t want to let you down. Since I didn’t have any drama 

background…I wanted to contribute.” (Melissa, Interview, 23 July 2016). This teacher 

expressed a concern that her lack of previous experience in theatre might make her 

unable to participate fully in the learning community with the other attendees, especially 

with artists who had considerable theatre experience and training. This concern was not 

isolated to the teachers, however; Liz, one of the artists, said expressed a similar 

sentiment to me before the workshop even began (Field Notes, 18 July 2016).  

In addition to concerns about being successful within the workshop, the 

participants expressed apprehension of participating in certain activities (including the 3D 

teaching philosophy, image work sequences, and creating and facilitating a lesson for 

their peers) (Liz, Interview, 23 July 2016; Allie, Interview, 23 July 2016). Julie, one of 

the teachers, asked  

How risky is it to walk around the room and pick somebody who you want to stay 
away from [during the game Defender], but when you really get into it, there is 
that sort of risk involved in like, “I’m going to look foolish. They’re all going to 
laugh at me. (Julie, Interview, 22 July 2016)  

 
Julie’s comments indicate her fear of “looking foolish” or being embarrassed in front of 

her peers, which she later related to her own students’ concerns in the classroom. 

Additionally, Allie, one of the artists, explained her initial feeling of nervousness during 
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an image work exercise that asked for close physical proximity between participants, 

despite considerable previous experience with these types of exercises: “I was with 

David, and I do know David, we’re both theatre artists, and there was a moment where I 

was [still] like ‘Elgh, you’re going to touch me, I’m nervous’” (Allie, Interview, 23 July 

2016). These participants’ concerns point to a concern regarding unfamiliar types of 

engagement with others. 

Many of these concerns appeared for the participants at the beginning of the 

week-long workshop, and shifted as the participants became more comfortable with the 

activities and with each other. One of the artists described what he perceived as a 

difference between the first day and the second: 

…as adults I think if you have an expectation of, or if you have no expectation of 
what’s coming, it’s easy to gravitate towards fear, and so I think on Day 1 
everyone in the workshop was sort of wondering what this was going to be like 
and what was going to be expected of us and how far out on a limb would we 
have to go and would we be embarrassed...On Day 2, we didn’t really have any of 
that because we kind of knew the gist of [what] we would be doing and we knew 
each other better. (David, Interview, 23 July 2016) 
 

Andrew and I noticed a similar trend that continued throughout the week. As the 

participants grew more comfortable with each other, they took more artistic risks as they 

moved through the teaching strategies. They also asked each other more questions about 

applying the strategies to their teaching practices and shared more of their own 

experiences and ideas with the other participants.  

Enjoyment 
Despite their initial apprehensions, all of the participants stated that participating 

in the professional learning workshop was enjoyable. The reasons they found the 
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experience “fun” varied from person to person; some noted their enjoyment of the 

activities themselves, and several participants mentioned their interactions with each 

other as both educational and entertaining. The artists made specific connections between 

their enjoyment of the workshop and their own past educational experiences. Liz, said 

that “being a student again, the fact that it was okay to come in and start from a level 

zero” (Liz, Interview, 23 July 2016) was a positive part of her experience. Conversely, 

David noted that the workshop was fun because it offered him experiences that hadn’t 

been a part of his previous schooling (David, Interview, 23 July 2016).  

Both teachers and artists made direct connections between their own enjoyment of 

the workshop and the work’s potential for their future students. One of the artists 

discussed her understanding of the relationship between positive affective or playful 

experiences and her work with students: 

When we were playing Defender, I lost it. It was so interesting to me, because 
I’ve been doing theatre games for 15 years now, and I’ve never experienced sort 
of like sheer joy and pleasure in the middle of an exercise…one of the things we 
talked a lot about with the residency was we want kids...to develop positive 
associations with Shakespeare so that...rather than reaching back [into their 
memories] and going ‘ugh, I had this terrible experience in high school where 
they made me get up and play Friar Laurence,’ they’re remembering a game of 
Defender and that they talked about Claudius and going ‘you know, I could see a 
play.’ Like there are these positive kinesthetic associations with Shakespeare, 
theatre, the arts, literature. (Allie, Interview, 23 July 2016). 
 

Allie differentiates between the kind of professional theatre process-based work that she 

had previously led in the NSF residency (including having students perform pieces of 

text, as she mentions playing Friar Laurence), work that she, as a professional artist finds 

fun and engaging, and the kinds of activities, such as Defender and other theatre games, 

that she believes students may find enjoyable. 
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Affective Experience in Professional Learning 
The participants’ descriptions of their affective experiences foregrounded the idea 

of risk-taking within a professional development space. I posit that these risks, while 

likely present in any situation that involves learning new material with unfamiliar people, 

were enhanced by the differing lived experiences and professions of the participants. 

These experiences may also have led to different expectations between the artists and the 

teachers. The teachers likely entered the project with some concept of what a 

“professional development workshop” might look like, while the artists had much less 

experience with formal training models. This may have caused a greater sense of 

apprehension and risk for the artists. Additionally, several of the artists noted their lack of 

pedagogical training prior to the workshop, which might also have added to the sense of 

apprehension about working with the teachers around topics pertaining to teaching. 

Conversely, however, the artists have extensive experience with activities like theatre 

games, whereas these experiences are likely new to the teachers, therefore feeling riskier 

for them than for the artists. 

I would argue that it is impossible to eliminate feelings of nervousness, 

apprehension, and fear that the participants experienced, as these emotions accompany 

most new experiences. While less active, collaborative professional learning might 

ameliorate some of the participants’ apprehension, I argue that the positive affective 

experiences that stemmed from the workshop are worth some initial discomfort. 

Additionally, the Center for Public Education explains that varied and active approaches 

to learning new material are key to effective professional learning experiences 
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(Gulamhussein 16), and the structure of the workshop’s structure offered several ways for 

the participants to overcome their initial concerns. Drama-based professional 

development is unique because ensemble-building is an inherent part of theatre, and 

therefore finds a natural home within professional learning that is based in drama. All 

participants—artists and teachers alike—entered the project with specific areas of 

expertise and areas of growth; for a project such as this where those areas are different for 

different groups of participants, incorporating ensemble-building activities is particularly 

crucial to ensure that participants can feel successful with the material and overcome 

their initial hesitation or concerns. 

QUANTITATIVE METHODS 

Self-Efficacy Scale 
Having examined the participants’ experiences within the workshop through 

qualitative methods, I will now share this study’s quantitative outcomes, which address 

the question “what effect does an arts-based professional development model have on 

teachers’ and artists’ reported senses of self-efficacy as teachers of complex texts?” I 

used two quantitative scales to assess participants’ self-described levels of expertise and 

confidence in certain areas of their practice. Educational researchers often focus on the 

relationship between educators’ beliefs about their abilities to teach (self-efficacy) and 

their actual abilities to impact student achievement (Bandura 193). Teacher self-efficacy 

has been found to be strongly tied to positive student outcomes, and many professional 

development programs, including Drama for Schools, “have sought to better understand 

how self-efficacy impacts teachers’ implementation of a [arts-based school] reform as 
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well as how a reform may impact teachers’ self-efficacy” (Stanton, Cawthon, and 

Dawson 3). In recent years, DFS has also measured how teachers’ and artists’ level of 

comfort with DBP interacts with their reported sense of self-efficacy through the use of 

pre- and post-measurements which track both areas (Cawthon and Dawson 149). Because 

I was curious about the participants’ senses of self-efficacy as teachers of complex texts 

and their confidence with using drama in classroom teaching, I used both of these 

measures.  

All five participants filled out two different quantitative surveys before the 

workshop began and after it concluded. The first was an adapted Self-Efficacy Scale that 

used a nine-point Likert scale to measure the individual’s reported sense of comfort with 

teaching Shakespeare and complex texts (see Appendix B for complete survey). 

Educational researchers Woolfolk, Rosoff, and Hoy noted that teachers who reported 

higher self-efficacy showed stronger skills in terms of classroom management, 

encouraging student independence, and using “internal motivation strategies as opposed 

to extrinsic rewards” (140, cited in Stanton, Cawthon, and Dawson, n.p.). This scale 

included questions in several subcategories, including instruction and student 

engagement. Examples of the questions from each category are below: 

• Instruction: To what extent can you provide an alternative explanation or 

example when students are confused? 

• Engagement: To what extent can you motivate students who show low 

interest in schoolwork? 
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The self-efficacy scale asks participants to rate their skills on a scale from 1-9, 1 being 

“None at All” and 9 being “A Great Deal.” Chart 3.1 shows the participants’ responses 

before and after the workshop. 

 

Figure 3.1: Pre and Post Self-Efficacy Scale Scores 
 

Self-Efficacy Scale Analysis 
The teachers initially scored themselves highest on the self-efficacy scale in terms 

of offering an alternative example or explanation when students were confused about a 

topic, while the artists scored themselves highest in terms of engaging students in the 

study of Shakespeare and other complex texts. The relative confidence in these areas for 

both groups stands to reason, as explaining curricular content from multiple vantage 

points is a key element of teacher training and experience, while working specifically 

with Shakespeare falls in the area of training and expertise for the artists in this project. 

That said, I was surprised to see that the artists scored themselves as high as they did 

initially in engaging students with Shakespeare (𝑥  8), given the fact that several artists 
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expressed frustration with student engagement in their previous Shakespeare residency 

experiences. Also related to engagement, both groups initially scored themselves lowest 

in terms of motivating students who show little interest in schoolwork. This area 

corresponded to the goals for both groups as well, as a majority of participants stated a 

desire to learn how to effectively engage students with a variety of interest and ability 

levels. 

In terms of change over the course of the professional learning workshop, all 

participants reported an increase in self-efficacy in the vast majority of categories. For the 

artists, the largest area of growth was in the ability to use a range of assessment strategies 

(∆4.0) Since the teaching artists likely had little background or training in assessment at 

all prior to the workshop, this significant shift makes sense. The teachers also expressed 

more confidence in assessment (∆2.5), although one of the teachers noted in her post-

interview that assessment continues to be a struggle; she also stated that she wished the 

workshop had offered additional ways to quantify active learning strategies for grading 

purposes (Melissa, Interview, 23 July 2016).  

The teachers’ two greatest gains as reported on the self-efficacy scale appeared in 

the areas of motivating students who show little interest in schoolwork and offering 

students multiple points into Shakespeare and other complex texts (∆2.5 for both 

categories). Since one of DBP’s distinguishing characteristics is that it uses multiple 

modes of expression (oral, written, visual, kinesthetic, etc.), it makes sense that the 

teachers discovered different ways of engaging with complex texts (through drawing, 

performance, making personal connections, etc.) through the workshop that connect 
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immediately to the curriculum they teach regularly. Similarly, since the workshop 

focused on ways to use DBP to make concrete connections to academic material through 

different pathways (drama and theatre techniques) than the teachers might ordinarily use 

in their classrooms, it stands to reason that the teachers would likely view potential for 

increased student engagement through some of these alternate approaches. 

The only category that did not show an increase involved the artists; they 

indicated no change in their perceived ability to engage students specifically in 

Shakespeare or other complex texts. This lack of improvement in the quantitative 

measure contradicts their qualitative explanations, as the artists noted before the 

workshop that they didn’t feel like what they were doing in classrooms previously was 

working (although the question does say “engage” not “engage effectively”). 

Additionally, the artist who had taught in non-NSF spaces expressed questions about 

what counts as a positive engagement in his post-interviews (David, Interview, 23 July 

2016). Although the artists’ initially scored themselves quite high in this area, the lack of 

shift raises a question about how the artists surveyed might define the word 

“engagement” in a classroom context.  

DBP Comfort Scale 
The second measurement tool used in this study was a Drama-Based Pedagogy 

comfort scale that measured the participants’ comfort and facility using DBP strategies 

(see Appendix C for full tool). This tool was developed by Drama for Schools as an 

internal evaluation tool and was used in prior research studies (Cawthon and Dawson 

151) to track participants’ comfort with utilizing drama-based instructional strategies in 
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their teaching. The scale consisted of a 9-point Likert scale and addressed ideas such as 

confidence in integrating arts into curriculum, collaborative work with colleagues, and 

lesson-planning. The scale included several of the following items, asking participants to 

rate their comfort as related to these categories: 

• Arts Integration: Incorporating principles of drama or other art forms into 

your lesson plans. 

• Collaborative Work: Planning a drama-based lesson with a colleague. 

• Lesson-planning and facilitation: Using active or dramatic approaches to 

teach Shakespeare. 

The comfort scale asks participants to rate their level of comfort on a scale of 0-9, 0 being 

“I’m New [to this work]” and 9 being “Very Comfortable.” The results are below in 

Figure 3.2.  
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Figure 3.2: DBP Comfort Scale 

DBP Comfort Scale Analysis 
Both the teachers and the artists initially scored themselves highest in “planning a 

lesson or unit about Shakespeare with a colleague” and lowest in “describing, in general, 

what drama-based pedagogy is.” In both cases and across the subgroups, these ratings 

indicate an initial unfamiliarity with drama-based pedagogy as a practice. While this 

stands to reason (as neither group has been exposed to a professional development 

session about DBP before nor indicated any prior experience with it), it also raises a 

similar question regarding language as the self-efficacy scale indicated. “Pedagogy” is a 

term that I have often heard teachers express frustration with (finding it too academic and 

not connected to their classroom realities), and I wonder in retrospect if the artists 

actually had any sense of the word’s meaning before the workshop began. Both the 

teachers and artists also rated themselves very highly in terms of planning a Shakespeare 

lesson or unit with a colleague when the question didn’t specifically mention the type of 
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teaching that would take place in this lesson or unit. This similar rating across the 

subgroups may also indicate that both teachers and artists initially defined their expertise 

in the academic and artistic content of “Shakespeare” rather than in how to most 

effectively teach that material.  

The artists in particular tied their comfort levels to the Shakespeare and drama 

content, scoring themselves relatively high in categories including incorporating 

principles of drama and other art forms into lessons and planning a drama-based lesson 

with a colleague (in this last question, even though “Shakespeare” doesn’t appear in the 

question, “drama” does, but this time not accompanied by the word “pedagogy”). The 

artists also scored themselves quite differently on two questions that were relatively 

similar: “using active and dramatic approaches to teach Shakespeare” (an 𝑥  of 5 on the 

pre-survey) and “using active and dramatic approaches to teach other complex texts” (𝑥  2 

on the pre-survey), again indicating that their comfort in these areas fell within the 

Shakespeare content rather than the methods of teaching. 

In comparing the pre- and post-scores on the DBP comfort scale, both groups 

ended with very high scores, no category scoring lower than a 7.5 out of 9 for either 

group. These high scores and the significant increases for both the teachers and artists 

from their pre-surveys partially indicate an increase in familiarity with topics that were 

previously unknown, as well as a greater fluency with the workshop’s terminology. Both 

groups also experienced the greatest gains in the categories where they had scored the 

lowest (for the teachers, describing what DBP was and for the artists, using active and 

dramatic approaches to teach complex texts other than Shakespeare). 
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Again, because this scale measures comfort with a specific practice rather than 

overall self-efficacy, these results likely indicate that all participants gained a greater 

facility with the pedagogy and practice of DBP throughout the course of the workshop. 

Additionally, the gains in confidence between the groups align with the area in which 

individuals did not have extensive background when they entered the workshop; the 

teachers had large gains in terms of incorporating the art form and artists had large gains 

in terms of teaching complex texts outside of Shakespeare. 

“The Implementation Problem” 
In addition to the limitations regarding vocabulary within the instruments that I 

mentioned above, my method of data collection has a limitation in terms of scope and 

time. Both the self-efficacy scale and the comfort scale were used to measure change 

over a short period of time and before participants were able to use the work in their 

teaching practice with students. The Center for Public Education defines one challenge of 

professional development in school settings as “the implementation problem,” meaning 

that “[the] teacher’s greatest challenge comes when they attempt to implement newly 

learned methods in the classroom” (Gulamhussein 10). While the artists and teachers in 

this project expressed very high levels of confidence and efficacy upon finishing the 

workshop, it is likely that they will struggle with certain elements of their implementation 

of DBP as they begin to incorporate certain elements of DBP in their teaching spaces. 

CONCLUSION 
In this chapter, I introduced this study’s context, facilitators, and participants, and 

analyzed their experiences based on key themes from both qualitative and quantitative 
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data. I sought to answer two research questions within this chapter. First: what are the 

experiences of teachers and artists in an arts-based professional development model 

focused on Shakespeare and complex texts? By situating this chapter’s analysis within 

the personal experiences and beliefs that Bronfenbrenner defines as the “microsystem” in 

terms of human development, I gained insight into this question. I noted specifically that 

both artists and teachers primarily focused on their affective, or social-emotional 

experiences within the professional learning space. Second, I examined the question 

“what effect does an arts-based professional development model have on teachers’ and 

artists’ reported senses of self-efficacy as teachers of complex texts?” By examining the 

participants’ pre- and post-scores on two quantitative surveys, I noted that participants all 

reported increased confidence across a spectrum of questions designed to measure self-

efficacy and comfort with using DBP to teach complex texts such as Shakespeare. I also 

described how the participants gained the most confidence in the area (theatre or 

teaching) with which they had less prior experience. In Chapter Four, I will draw 

connections between the participants’ individual experiences and their descriptions of 

working with individuals whose professional identity differs from their own. 
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Chapter Four 

 
A mesosystem comprises the interrelations among two or more settings in which 
the developing person actively participates. (Bronfenbrenner 25) 
 

I am always so scared of classroom teachers, because I think they’re going to 
think I’m an idiot, I have a BFA in acting, I don’t know jack shit. I think they’re 
going to be looking at the way I’m teaching and cataloging like 8000 ways that I 
could be explaining that better. I think that they’re going to be thinking that I’m 
naïve about things that will and won’t work in their classroom or their standards 
that I am or am not meeting. And I said all of that to Melissa [a teacher at the 
training]. I said I’m so worried…and she goes ‘oh my gosh, I feel the exact same 
way. You guys walk in and I feel like you’re going to be like we [the artists] 
know everything and I [the classroom teacher] know nothing. (Allie, Artist, 
Interview, 23 July 2016) 
 

In this conversation, both the artist and the teacher expressed concerns about their 

skills seeming inadequate to the other person. They each positioned themselves based on 

their perceived deficits rather than focus on the assets they possess as a result of their 

unique training and experience. Arts education researcher William Charland adapts 

Bronfenbrenner’s focus on “the interrelations between two or more settings” (25) for a 

school context, re-defining this level of systems theory to include relationships between 

both settings and individuals: “interrelationships among teachers, staff, students. 

Relationships between teacher [and] school, teacher [and] students, students [and] school, 

families [and] school” (5). He also notes a number of shapes these relationships may take, 

including “prior knowledge shared among peers, faculty development/training, classroom 

implementation [of arts integrated practices], whole-group discussions, and analysis of 
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practice” (6). While these definitions primarily focus on relationships within a school 

community, I was curious about the relationship between teachers and artists. The 

teachers are permanent members of their school communities, but serve as visitors or 

patrons to NSF. Similarly, artists are at “home” in regional theatre settings, but serve as 

visitors or guest instructors in the school communities they engage. In a residency model, 

artists serve as “visitors” to the school, while teachers serve as “hosts” in their 

classrooms; these roles seemed to spark concern on the part of both teachers and artists 

about working with someone whose skillset differs from their own. As both 

Bronfenbrenner and Charland note, the contexts in which individuals work shape their 

experiences, beliefs, and relationships; I wanted to know how these individuals might 

interact in a professional development setting, which bridges between the contexts of 

schools and professional theatres and positions members of both groups simply as 

“participants” or “learners.” 

This chapter builds on the analysis of the professional learning model I described 

in Chapter Three to consider the question, “How do teachers and artists interact with each 

other and exchange creative and pedagogical expertise within an arts-based professional 

development model?” To examine this question, I will first outline how the professional 

learning model created a space for exchange of expertise between participants. Then, I 

will share the methods I used to code the participants’ interview responses regarding their 

relationships with their colleagues. Next, I will analyze the ways that teachers and artists 

described their relationships and the ways they learned from each other within the 
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professional learning workshop. Finally, I will note implications of these outcomes for 

future teacher/artist professional learning partnerships. 

SPACES FOR EXCHANGE 
In their goals the participants shared prior to the professional learning workshop, 

both groups of participants indicated an interest in learning skills and strategies that 

correlated with the other group’s expertise (i.e. the artists hoped to gain lesson planning 

skills while the teachers hoped to find more ways to engage their students with dramatic 

texts). Partially for this reason and partially because we were curious how the participants 

might share these areas of expertise with each other, Andrew and I specifically 

considered ways we could incorporate spaces for the participants to share knowledge and 

strategies with each other through dialogue and shared tasks. The workshop’s “Show 

Me/Help Me/Let Me” structure helped to offer spaces for participants to talk with each 

other about the content they experienced.  Specifically, the “strategy processing” sections 

that followed each drama-based activity offered a space for participants to think through 

both opportunities and challenges of the activities they experienced together. Andrew and 

I used a version of the following questioning sequence, adapted from the Drama for 

Schools professional learning curriculum, following each strategy: 

• What skills does this strategy ask your students to use (academic, 

affective, and aesthetic)? 

• What did you notice about the structure, facilitation, or classroom 

management elements of this strategy? 

• How might you use this strategy in your teaching spaces? 
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• What challenges might this strategy pose if you implemented it in your 

teaching space? 

Both the teachers and the artists participated equally in these conversations, sharing ideas 

about how they might use the strategies in their teaching, and how to counter potential 

challenges that might arise.  

In addition to conversations following each strategy, we included spaces for 

exchange through strategic pairing for the short lessons the participants planned and 

facilitated on the fourth day of the workshop. While our goal was not necessarily to build 

a foundation for the teachers and artists to work together in a future residency (as both the 

residency’s funding and the teaching artists’ availability were unknown at that time), we 

did want to offer participants an opportunity to work with people who held different 

skillsets and perspectives. We divided the participants into two groups: Allie and Melissa 

worked together (one artist and one teacher), as did Liz, David, and Julie (two artists and 

one teacher). Each group selected a Shakespeare text and accompanying academic 

objectives to address, then created a lesson plan with at least two drama-based strategies 

that they facilitated for the rest of the group. Both planning the lesson and facilitating it 

collaboratively served as opportunities for exchanging expertise.  

METHODOLOGY 
In this chapter’s analysis, I refer to the qualitative interviews I conducted with the 

participants after the workshop’s conclusion in July. As introduced at the top of this 

chapter, I coded the interviews looking at the ways teachers and artists described, 

interacted with, and learned from each other. From my initial coding, I chose to focus 
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primarily on what the participants said about these interactions or relationships with other 

individuals involved in the training. In the following section, I will share my discoveries 

about how individuals discussed relationships with members of their own groups 

(teachers talking about teachers, artists talking about artists), then note how individuals 

described their relationships with the members of the opposite group (teachers talking 

about artists, artists talking about teachers). Finally, I will position this professional 

learning spaces as a unique hybrid space created for individuals with diverse expertise to 

share their knowledge and experience while simultaneously gaining new knowledge and 

experience from others to take back to their home contexts.  

DESCRIBING RELATIONSHIPS TO EACH OTHER 

Teachers and Artists: Perceptions of Their Own Group 

Teachers’ Perceptions of Teachers: Seeking Similar Perspectives from Other Spaces 
When I asked the teachers about their relationship to the other teacher in the 

project, they both mentioned the value of sharing ideas with someone from another 

district and campus. While Melissa initially voiced a challenge getting to know Julie 

partially because of the workshop’s seating arrangements, she also noted that Julie’s 

considerably longer classroom tenure (fourteen years to Melissa’s four) offered an 

interesting perspective, and that “it was really nice to have another teacher there and to 

hear how she’s doing things in her classroom” (Melissa, Interview, 23 July 2016). Julie 

was enthusiastic to work with another teacher initially: 

I was very excited to work with Melissa...My idea of networking is that I know 
somebody else who is doing the same thing that I am but in a different setting, so 
in some ways, it can give me a new perspective...how do you tackle this in your 
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building, and what works for your mix of students?” (Julie, Interview, 22 July 
2016) 
 

Both teachers’ comments aligned with the views of many educators I had worked with in 

professional learning settings previously: time and space to share ideas and challenges 

with other teachers proved valuable in terms of professional learning. Education 

researchers Shirley Hord and William Sommers note that classroom teachers often feel 

isolated, working with their own students in their own classrooms with little space to 

collaborate with their colleagues (84). Creating space for teachers to plan and problem-

solve together can help ease this sense of isolation as well as offer valuable resources to 

teachers in terms of each other’s expertise and experience. Research surrounding 

professional learning communities (PLC’s) in schools assumes that “knowledge is 

situated in the day-to-day lived experiences of teachers and best understood through 

critical reflection with others who share the same experience” (Buysse, Sparkman, & 

Wesley, 2003, cited in Vescio et al. 80). While professional learning communities often 

take place within a single school or campus, having space to work with colleagues from 

different districts might also offer benefits for classroom teachers as well.    

Artists’ Perceptions of Artists: Navigating Shifting Roles 
When asked how they related to each other in the professional learning workshop, 

all three artists mentioned their previous relationships in the context of NSF; since the 

artists were current festival employees, they worked closely and knew each other well. 

The artists specifically mentioned the shift from working as colleagues in a professional, 

artistic setting to colleagues in a professional learning setting: 
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…we didn’t approach each other as actors. I looked at [the other artists] through 
the lens of I’m here to learn about education, and so were [they]. I felt like that 
was the way they were treating me. So we moved from what a relationship is in 
the rehearsal room to a different relationship of here we are as fellow students. 
(Liz, Interview, 23 July 2016) 
 

While Liz noted this as a statement of fact, David expressed a challenge he perceived at 

the beginning of the workshop regarding this shift in role: 

When you know someone really well...it can be harder to work with someone in 
[a different] setting because...people see you in a certain way so you have less 
freedom to do anything because it might not fit what people might think your 
personality is. (David, Interview, 23 July 2016). 
 

While the teachers both mention a conscious interest in learning from each other, the 

artists mention a shift in their roles but not specifically a goal to learn from each other. 

The artists, however, do mention a distinct intention and desire to learn from the teachers; 

in the following section, I will discuss each group’s perception of the opposite group. 

Perceptions of the Other Group 

Teachers’ Perceptions of Artists: New Perspectives and a Student-Centered Approach 
In their semi-structured interviews, the teachers noted several ideas they gleaned 

from the artists. Julie expressed an enthusiasm for working with the artists even before I 

asked her about her relationship to them in her post-interview, citing specifically the 

opportunity to gain a new perspective from a group of people she was less accustomed to 

working with. When I asked her to describe her experience in the workshop, she began 

by saying: 

I like the idea that it was teachers and teaching artists...I haven’t had any 
experience really working with a teaching artist for what they do or how they go 
about doing it. So I thought that interaction between the two groups of people was 
really awesome. And to be in a class talking about teaching stuff with people who 
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are not as familiar with all of the standards and the lingo was really cool, too, just 
brought a new perspective on everything. (Julie, Interview, 22 July 2016) 
 

When I asked her to expand on the idea of a new perspective, she said the artists 

 …brought...an ability to be really focused on the students, in a way that I am but  
I’m not. I’m always focused on my students, but...in the back of my mind, I also 
have...what is the standard, how am I going to be assessed, how do I assess them, 
how do I show my administration or whoever here it is, this is why I’m doing this 
as opposed to ‘oh, they’re just having fun over there’ whereas [the teaching 
artists] always came back to what kind of experience am I giving to these students 
and how can I make it a positive thing for them? (Julie, Interview, 22 July 2016) 
 

In addition to this student-centered approach, Julie describes a sense of enthusiasm that 

came from working with a group of people less familiar with her context. She also 

expressed a sense of re-invigoration around Shakespeare as academic content based on 

working with artists whose work focuses on the performance of Shakespeare. For both 

teachers, the artists offered a new perspective and a sense of excitement regarding the 

curricular topic they addressed. 

Artists’ Perceptions of Teachers: A Wealth of Practical Ability and Strategies 
In their semi-structured interviews, the artists very clearly noted what they had 

learned from the teachers. For example, Liz characterized her relationship to the teachers 

in this way: “There were specific things that I chose to ask the teachers, as opposed to ask 

the teaching artists. Because I wanted to clarify what this thing was, with people who 

were in the room educating every day” (Liz, Interview, 23 July 2016). All three of the 

artists mentioned specific practical elements of teaching that they learned from the 

teachers. Some of these areas included setting academic goals and objectives (Allie, 

Interview, 23 July 2016; Liz, Interview, 23 July 2016; David, Interview, 23 July 2016), 
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preparing materials for students to engage with ahead of time and on an ongoing basis 

(David, Interview, 23 July 2016), and classroom management techniques, such as ways to 

work within constricted classroom space or how to break students into groups efficiently 

(Allie, Interview, 23 July 2016). I observed the artists’ recognition of the teachers’ 

expertise as educators countless times during the workshop; there were several moments 

towards the end of the professional learning sessions when the artists, rather than asking 

Andrew or me a question about a teaching strategy, would look directly to one of the 

classroom teachers and say, “How do you handle this in your classroom?” These direct 

questions indicate the artists’ beliefs that the teachers offered skills and expertise that 

would be valuable to achieving their goals both for the professional learning workshop 

and for future teaching projects. 

Relationship Between Artists and Teachers: Giving Space 
One major idea that emerged when I asked the artists about their relationships 

with other workshop participants had to do with a tacit understanding among the artists 

about how they hoped to relate to the teachers in the group. For example, Allie stated 

...one thing I think we [the artists] were all aware of and never talked about was 
that we were not going to be artists that somehow walked in and self-centered and 
dominated. I think that we were all really cognizant of wanting to come in and 
give the teachers more space than we had. (Allie, Interview, 23 July 2016)  
 

While the artists may never have discussed this approach with each other, David 

expressed a similar sentiment:  

...there are certain people you’re more at ease with working with, and other 
people...you don’t want to just throw ideas out at them, because they might be 
coming at it from a completely different perspective. Whereas some of the 
teaching artists I know really well like Allie and Liz I could offer an opinion 
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because I kind of already know...they would have the same idea already, whereas 
with Julie and Melissa...they might want to do something completely different and 
I wanted to hear what that thing was. (David, Interview, 23 July 2016)  
  

These comments demonstrated the teaching artists’ direct anticipation that they had 

something to gain from the professional learning process with the teachers. Often, when 

teachers and artists attend professional learning workshops or session together, the focus 

remains solely on the teachers, because they are the ones directly interacting with 

students on a daily basis. While I don’t necessarily disagree with this focus outright (the 

ultimate goal of professional development relates to student outcomes), I wanted to find 

out how the experience for both teachers and teaching artists (and therefore students) 

might benefit from a more reciprocal focus. Instead of solely asking, “What can the 

artists do for the teachers?” I wanted to ask, “What can teachers and artists do for each 

other?” David and Allie’s responses show that they came into the workshop intending to 

benefit from the workshop itself and also acknowledging the spaces of expertise the 

teachers brought into the collaboration and making sure they had space to achieve their 

own goals. While the teachers expressed interests in working with the artists within the 

workshop, their goals focused more on a discovery of new perspectives and less on 

specific skills they hoped to gain. Additionally, the fact that the artists felt comfortable 

asking the teachers for their input indicates their ability to both “give space” to the 

teachers while also feeling like they could achieve their own objectives within the 

workshop space. 
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Artists and Teachers Together: Nature and Importance of Collaboration 
While this study did not necessarily seek to encourage future collaboration 

between the participants, both the artists and teachers mentioned the value of 

collaboration that occurred throughout the course of the workshop. Two ideas regarding 

collaboration emerged from the semi-structured interviews, both related to shifts in 

perspective.  First, the artists mentioned gaining a greater understanding of how teachers 

might perceive a visiting artist’s work. Second, the artists mentioned the ways interacting 

with teachers changed their perspectives regarding the possibilities within their teaching 

practice. For example, one of the artists explained that 

[Planning a lesson with a teacher] took the nerves that I had about my ability to 
converse with a classroom teacher away…It also reassured me...that when I walk 
into a classroom I am seen as an expert, and along with that came this sort of 
sense of responsibility...Because when [Melissa, the teacher] said “I see you as 
the subject expert,” I so clearly saw her perspective. She would never dream of 
altering my lesson plan because that looks offensive to her. Whereas I’m sitting 
here going “Please alter my lesson plan. I don’t know what I’m doing.” (Allie, 
Interview, 23 July 2016).  
 

In working with Melissa, Allie gained a greater understanding of where her own expertise 

was situated within the collaborative process of residency teaching work, as well as a 

greater confidence in approaching future classroom teacher partners for their perspective 

on lesson and unit planning for the benefit of the students involved. 

Julie also noted how the artists’ expertise benefitted her perspective when 

considering teaching Shakespeare in her own classroom. She explained that she had a 

very difficult time the last time she taught Hamlet with a senior English class, facing 

stark student resistance to the text itself and the exploration that accompanied it. She said 

that she had been debating whether or not she should teach Hamlet again with her 



83 

upcoming senior English class. Julie relayed the following about collaborating with the 

artists to think through her Hamlet unit: 

Just being in a room with other people [the artists] who are like “yeah, of course, 
let’s do Hamlet” when we did our lesson [made a difference]...And of course I’m 
in a room with people who like to do this for a living. But just being in a room 
with other people who are like “there’s so much value in [teaching Hamlet]” kind 
of reaffirms the idea that yeah, maybe it is something I still need to do. (Julie, 
Interview, 22 July 2016) 

 
Here, Julie explains how the artists’ positions as experts and professionals in the field of 

theatre, which she accessed through collaborative lesson planning, helped her re-

conceptualize and re-commit to her own teaching practice and curriculum.  

In examining the participants’ comments regarding collaboration, it came to my 

attention that the artists, Allie and Liz, who had recently worked in residence with 

classroom teachers to co-create lesson plans expressed particular discoveries of the value 

of collaboration with teachers. Meanwhile, David, who had primarily taught in an 

environment where his company provided him with the curriculum he was to teach, 

mentioned this collaborative element less explicitly. Collaboration between teachers and 

artists within a professional learning space may prove more beneficial for artists who 

have a direct reference point (either from previous experience, or an upcoming project). 

POTENTIAL IMPLICATIONS FOR ARTIST/TEACHER PROFESSIONAL LEARNING 
PARTNERSHIPS 

In artist residencies, curriculum can be designed in multiple ways. Sometimes, 

theatre companies design the lesson plans ahead of time and teachers or administrators 

can simply select what they would like their students to experience. Sometimes, artists 

and partner teachers generate curriculum collaboratively. NSF’s residency program 



84 

contains elements of both models, as the teachers and administrators in the partner 

districts understand that an NSF residency will include professional rehearsal techniques 

and focus specifically on a Shakespeare text. Ultimately, however, the artists are 

responsible for creating the curriculum and daily lesson plans based on the plays chosen 

by classroom teachers. That said, planning this material can be challenging for a number 

of reasons. For many artists, the classroom teacher’s input is crucial to their success; the 

teacher is the expert in the academic goals and their students. However, without the 

proper tools and questions on the part of the teaching artist, these meetings can feel 

strained and like a waste of precious time for both teachers and artists (Liz, Interview, 23 

July 2016). When I asked an artist immediately after the workshop if her opinions of 

classroom teaching or collaborating with classroom teachers as a visiting artist had 

changed, she responded this way: 

Completely. 360. To be perfectly frank, in the past, with the residency...because I 
didn’t know the best way to have that collaboration meeting...it felt pointless. 
Having collaborated and put together a lesson plan with a teacher now, I think it is 
the best and should be the only way to approach teaching artists going into a 
classroom. (Liz, Interview, 23 July 2016). 
 

While she went on to qualify this statement later and acknowledged that meetings are not 

always logistically possible, she maintained a strong advocate for this type of 

collaboration in a follow-up interview that took place in October:  

That’s another thing that I took away [from the workshop], actually, that 
collaboration with a teacher to say look I’m a guest teaching artist coming into 
your classroom. Let’s talk together about how we can make this a really valuable 
experience. And what are your lesson standards and how may I help best work 
within the boundaries of what your standards are. (Liz, Interview, 6 October 
2016) 
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The most prominent shift that I noticed from the beginning of the workshop to the end 

concerned the artists’ relationships to teaching academic standards such as the Common 

Core State Standards. When I asked one of the artists during the winter residency prior to 

the project what academic standards they were using, they were not able to give a 

response. In my interviews during and after the workshop, many of the artists mentioned 

the importance of standards or academic goals, and an increased understanding of how to 

use them in lesson planning (Allie, Interview, 23 July 2016; Liz, Interview, 23 July 2016; 

David, Interview, 23 July 2016). Liz noted her new understanding of how to use 

academic goals the most explicitly:  

...the conversation I had with Julie about teaching standards was so beneficial, 
because I’ve never had a conversation like that with a teacher. Obviously I know 
what standards are, but I didn’t know exactly the language of what the teachers 
were using, in terms of what standards do we have to meet? (Liz, Interview, 23 
July 2016) 
 

The artists’ expanding knowledge regarding standards and academic objectives 

demonstrates a greater understanding not only of teaching using drama in a classroom 

context, but also a greater understanding of that context as a whole, and the public 

education system in which it is situated. 

Bronfenbrenner’s ecological systems theory of human development notes that 

larger contextual factors influence both the experiences and beliefs of individuals, as well 

as their relationships to each other (21). Remembering that Bronfenbrenner argues that 

settings that individual people engage in impact each other at the mesosystem level (5), I 

would argue that this project’s professional learning workshop enabled a new 

mesosystem to form and briefly exist in which teachers and artists could exchange the 



86 

expertise—gained in large part from the school or theatre ecosystems they called their 

professional homes—in one space. As noted at the beginning of this chapter, Charland 

defines the mesosystem in a school context as the relationships that form between 

teachers and the other people they interact with at school (i.e. other teachers, parents, 

administrators) (5). This professional learning workshop’s location at a regional theatre 

and inherent collaboration between teachers and artists created a hybrid space for both 

groups. As the participants developed relationships with people they would not likely 

encounter in their typical setting, they had the opportunity to change their own beliefs 

based on their interactions with individuals with different backgrounds. Literacy 

researchers Elizabeth Birr Moje et al. synthesize a number of different scholars’ work to 

suggest that “hybridity theory posits that people in any given community draw on 

multiple resources or funds [of knowledge] to make sense of the world” (42). Because the 

artists bring their beliefs and expertise from working in a professional arts context and the 

teachers bring their beliefs and expertise from working in a public school context, the 

workshop serves as a site of interaction between not only the individual participants but 

also the assets of the larger community contexts they call their professional homes. 

Because of this new interaction, both teachers and artists can benefit from intellectual 

resources that they might not ordinarily be able to access in the same way. 

In the final chapter of this document, I will discuss the systemic implications of 

situating an arts-based professional learning model of this nature at a regional theatre.  

Additionally, I will note possibilities that stem from professional learning spaces 

including both artists and teachers. I will also offer recommendations for regional theatre 
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education staff members interested in facilitating arts-based professional learning 

workshops for artists and teachers in the future.  
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Chapter Five 

 
It blew me away that so many of these strategies not only were fun and engaging 
but they hit at the deep level understanding or the analysis or reflection pieces that 
are in the standards. Day after day, I was thinking I could really use [arts-based 
strategies] AND justify it to my principal and to parents and to students. (Melissa, 
Teacher, Interview, 23 July 2016) 
 
I am so used to being able to creatively solve a problem, to look at a system and 
go this is typically how we do it, here are our goals, let’s throw it out the 
window…when you’re making shoestring theatre budget or any kind of theatre, 
live theatre, you’re having to problem solve in a really creative way, without it 
reflecting on your value or your intelligence. I just sort of take for granted that 
everyone can do that. What was really interesting were the moments where I 
realized that… that classroom teachers may not be encouraged to do that within a 
system very often...That’s a skill I come in with, so I think the thing that I started 
to understand about teachers is that their jobs really mire them with a lot of 
challenges and this is one place that I can come in and sort of help.  (Allie, Artist, 
Interview, 23 July 2016) 

 

Melissa and Allie, a teacher and an artist, both addressed the systemic realities of 

blending the arts with classroom curriculum in a public school setting. Melissa noted her 

discovery during the professional learning experience that arts integration through drama-

based pedagogy has real academic benefits for her students in addition to a higher level 

of student engagement, both goals essential to her public school context. Allie, on the 

other hand, explained the deeper sense of empathy she gained for the institutional 

challenges classroom teachers face on a daily basis and articulates a way that her skills as 

an artist, those that she developed in a different context, might be able to benefit teachers 

and students.  
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As noted throughout this document, Bronfenbrenner’s ecological systems theory 

model examines the ways that the systems people engage with on a daily basis shape 

their beliefs, ideas, and interactions with the world (21). Bronfenbrenner defines the 

“exosystem” as “one or more settings that do not involve the developing person as an 

active participant, but in which events occur that affect, or are affected by, what happens 

in the setting containing the developing person” (25). In his analysis of an arts-based 

professional development model, William Charland describes the exosystem as the “fit” 

or the “influence of institutional mission, curriculum, state/dist[rict]/national standards, 

professional development, funding, mandates, incentives/disincentives, 

school/community links, administrators, and policy makers” (5) on the effort.  

These contextual factors, while essential to consider in the design of any type of 

professional learning experience, are particularly important in this case because this 

practical research project brought together two distinct contextual realities, those of a 

regional Shakespeare theatre and those of public schools. In designing a space for 

individuals—their professional and personal assets, experiences, beliefs, practices, and 

challenges—it is also necessary to consider the contexts where these individuals spend 

the majority of their time, as well as the space in which the professional learning program 

takes place.  In this chapter, I will note possibilities for professional learning that includes 

both artists and teachers, as well as consider the role of institutional context in these types 

of programs. Next, I will offer several recommendations for regional theatre education 

staff members interested in pursuing arts-based professional learning as part of their 
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programming. I will conclude by sharing final insights and questions as a teaching artist 

and professional learning facilitator. 

POSSIBILITIES FOR JOINT PROFESSIONAL LEARNING BETWEEN ARTISTS AND 
TEACHERS 

At the beginning of this document, I recalled working with teachers and artists 

who experienced challenges in teaching using drama in classroom spaces. I also 

wondered how a professional learning model might serve the needs of both groups by 

capitalizing on their strengths, skills and abilities they developed from their ongoing 

pedagogical and artistic practices. In designing the curriculum and structure for this 

professional learning space, I sought to address the needs of both teachers and artists 

equally. This approach yielded results that surpassed my expectations. The participants’ 

senses of self-efficacy as teachers of complex texts and their comfort with drama-based 

pedagogy grew considerably. Additionally, the participants cited significant benefits of 

collaborating with their colleagues, both those who shared their professional identity of 

teacher or artist and those whose professional identity differed.  

These possibilities stem partially from the way this model placed teachers and 

artists in the same space to learn together, as opposed to models that train teachers or 

artists with others who share their professional identity. This workshop brought together 

the strengths, perspectives, and expertise of both artists and teachers and created an 

intentional space for them to share these experiences with each other. The diversity of 

expertise between the two professional identity groups, as well as between individuals 

within those groups, opened additional possibilities for interaction and co-construction of 

knowledge between participants within the workshop. Additionally, the intentional 

blending of teachers and artists helped the participants gain knowledge about the work 

that occurred in the opposite context. Artists gained a deeper understanding of the daily 
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realities public school teachers face and teachers gained a more comprehensive 

understanding of the ways theatre’s core elements could align with learning objectives 

and student experiences. Interaction between the two groups also helped the participants 

learn to communicate more effectively with people who worked in the opposite context. 

The artists in particular noted a more comprehensive understanding of the necessity to 

incorporate academic standards (Liz, Interview, 23 July 2016) and learning objectives 

(David, Interview, 23 July 2016) into lessons taking place in English classrooms. Even if 

the teachers and artists who participated in this project do not have the opportunity to 

work together in the future, I believe these skills and insights will serve them well in 

future collaborations with other individuals and in other spaces. In the next section, I will 

discuss the value of housing a professional learning model focused on teaching using 

drama at a regional theatre. 

 

CONSIDERING CONTEXT: PROFESSIONAL LEARNING IN A REGIONAL THEATRE SPACE 

While this project focused on mutual benefit for artists and teachers, as well as 

ways to capitalize on the skills that each group brought to the workshop, much of this 

document’s discussion focuses on participants’ past and future work in public school 

contexts. The workshop itself was concentrated on teaching in school spaces for two 

primary reasons. First, both the teachers and the artists had taught in public school 

English classrooms and planned to do so again the future. While the artists also taught in 

the festival’s on-site education programs, the teachers had not expressed any plans to 

teach outside of a school context. Second, the artists had expressed challenges and 

concerns about their abilities to teach in classrooms, while they felt more comfortable 

working in regional theatre education programming. For these reasons, Andrew and I 

chose to focus the workshop’s curriculum more on ways to translate artistic practice and 
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approaches to Shakespeare into general education classrooms specifically focused on 

secondary-level English/language arts. 

The regional theatre’s context still proved important to the workshop in several 

ways. First, the workshop allowed teachers who had been loyal NSF patrons to engage 

more deeply with an arts organization in their community. Melissa in particular noted that 

her past positive experiences with the festival’s programming (artistic and community 

engagement) initially sparked her interest in participating in the professional learning 

workshop (Melissa, Interview, 23 July 2017). This type of enhanced experience for 

teachers has the potential to increase engagement for both teachers and their students 

with various types of programming at regional theatres. For the artists, all current festival 

employees, the workshop’s situation at their place of employment made it possible for 

them to participate while also fulfilling their duties as festival artists. Additionally, 

because the format of professional learning was less familiar for the artists than for the 

teachers, the workshop’s situation in a theatre space may have helped ease some of their 

apprehensions about participating in this kind of training. 

Finally, I believe that the workshop’s situation at a regional theatre helped place 

focus on the value of theatre, both as an art form and as a teaching tool. I had freedom as 

a facilitator to reference the theatre’s artistic mission (specifically related to clarity of 

language and story) and the season’s productions as examples of the workshop’s content 

(i.e. the role text analysis similar to practices we explored in the workshop informed 

certain staging choices). In professional development spaces based in schools, I had often 

focused solely on academic outcomes and classroom management challenges. The 

situation in a theatre space allowed for a broader interpretation of drama and theatre’s 

applicability in classroom spaces, thus offering the participants an opportunity to deepen 

their engagement with the art form itself as well as its pedagogical possibilities. 
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RECOMMENDATIONS FOR FUTURE ARTIST/TEACHER PROFESSIONAL LEARNING 
PROGRAMMING 

Based on the analysis of the data from this practical research project, I will offer 

several recommendations for regional theatre education staff members interested in 

creating or furthering professional learning programming as part of their educational 

offerings.  

Consider Context in Recruitment 

I recommend that regional theatres interested in beginning this type of project 

recruit both artists and teachers with careful consideration of their contexts. Ideally, a 

partnership with one local school district can help increase investment for teachers if they 

know that they will have support from their colleagues and administrators as they 

implement the arts-based strategies they learn from the workshop. Additionally, working 

with a specific school can help increase the numbers of participants; a professional 

learning workshop serving 20-30 participants can more accurately replicate the 

conditions of a classroom space (in terms of time and classroom management) than a 

small group such as the one described in this study. That said, I attribute some of the 

success of this project to the relationships the participants developed based on close 

interaction with a small group. For this reason, I would recommend hiring enough 

professional learning facilitators to make working in small groups for parts of the 

workshop possible in addition to full-group sessions. 

I also recommend recruiting artists, especially for an initial pilot program, who 

have a previous relationship with the theatre. Whether or not they have teaching 

experience, this understanding of artistic mission and approach can help them connect to 

the goals of the workshop itself. Furthermore, this familiarity can offer a concrete context 

to ground their workshop experiences as they begin to think about how they can apply 
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new teaching strategies. Recruiting artists who are already theatre associates may also 

add value to the artists’ experiences, possibly increasing their interest in continuing their 

engagement with that company in teaching positions. Finally, focusing on artists who are 

invested in the company also builds a roster of teaching artists who share a common 

language from the training experiences and can share ideas with each other as they 

continue working within festival programming. 

For both artists and teachers, it is important to consider the timing of the 

workshop as well. While regional theatres and schools operate on different schedules, it 

is advantageous if a professional learning workshop can take place at a time when both 

teachers and artists are able to be fully present (i.e. avoiding the week before state testing 

for teachers or technical rehearsals for a production in which the artists are involved). 

While the week-long model of professional learning in the summer worked well for this 

project, it also meant that fewer teachers were available or interested because of summer 

vacation. To serve the needs of both groups, it may be helpful for theatres to experiment 

with different structures of professional learning, such as workshops that take place after 

school or on weekends. 

 

Design Programming for Needs and Intentions 

I attribute much of this project’s success to the ways Andrew and I addressed 

participants’ goals during the workshop. For regional theatre education staff members 

interested in creating professional learning programming, I would recommend spending 

time and energy to determine likely participants’ goals prior to the workshop. Attaining 

this information can be challenging because artists are often not contracted full-time and 

teachers balance a wide array of demands during the school year. However, advance 

knowledge of the participants’ goals helped me respond to the unique needs of each 
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individual as well as to the more general needs of both teachers and artists during the 

curriculum design process. Additionally, while the participants’ goals are important, it is 

also necessary to consider the needs and goals of the theatre’s artistic and educational 

missions. Questions to ask in this process might include “How can a professional learning 

program help introduce educators to theatre as an art form based on the company’s 

aesthetic values?” and “How can the theatre’s unique approach to art-making benefit 

teachers (and, by extension, their students) in the classroom?” 

 

Plan Carefully, but Make Space for Dialogue 

Meticulous planning of the workshop curriculum contributed to the success of this 

program as well. I would recommend that any regional theatre interested in pursuing this 

kind of programming conduct research on models of arts-based professional learning 

curriculum and seek input from experienced professional learning facilitators (if this 

programming is new to the education staff). It may also be advisable for staff members to 

experience these models first-hand before implementing their own curriculum. Using 

time and resources to plan the curriculum carefully is important for success. Not only 

does extensive planning time enable facilitators to meet individual and institutional goals, 

it also ensures that the staff members who will facilitate the training are comfortable and 

confident with the material they will teach. This comfort allows for facilitators to be 

flexible in their teaching and to make space for unplanned dialogue in response to 

participants’ ideas and questions. Much of the participants’ learning in this study 

occurred in discussions and interactions with each other (in addition to the facilitators). I 

encourage anyone seeking to implement a similar program to emphasize flexibility in 

terms of the workshop curriculum to make space for participants to request clarifications, 

raise questions, and share experiences with each other.  
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Build Reciprocity and Collaboration 
 

Reciprocal relationships are key to both successful professional learning spaces 

and artist residencies within schools. The flow of information and expertise within this 

project was not one-sided, but rather benefitted both artists and teachers. I would argue 

that a similar focus on the relationship between arts organizations and public schools is 

essential to successful partnerships in professional learning. Reciprocal relationships take 

time and repeated exposure to build. I recommend offering teachers and administrators 

multiple entry points into organizational programming (such as student matinees, 

educator previews and discounts, or access to supplementary materials for season 

productions) to build trust in the organization’s programming before venturing into 

professional learning or extended residency partnership models. Within collaborations 

between arts organizations and schools, I also recommend collaborative, transparent 

planning processes in terms of professional learning programming and grant applications 

to fund such programming.  Transparency in these processes attempts to ensure clarity for 

both schools and arts organizations in terms of financial and logistical expectations. 

Invest in Change 
 

Lastly, I recommend that arts organizations secure resources that allow them to 

invest financially in the time and energy artists and teachers give to attending 

professional learning opportunities. Both teachers8 in this study noted that receiving 

compensation or credit toward their continuing education units would have improved 
                                                
8 I would attribute the fact that this did not emerge as a theme from the artists because they are less familiar 
with the idea of professional learning in general and may be unaware that compensation for teacher 
professional development is a somewhat consistent practice.  
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their experiences in this project (Julie, Interview, 22 July 2016; Melissa, Interview, 23 

July 2016). This investment helps with both recruiting and ensuring that teachers and 

artists know their time and energy are valuable resources within the professional learning 

space. 

PROJECT LIMITATIONS 
As with any research study, a number of limitations exist within this thesis. 

Arguably this study’s greatest limitation stems from the timeline of my MFA thesis 

project; in order to truly adhere to Thomas Guskey’s framework of effective professional 

development as being “intentional, ongoing, and systemic” (16), the study would need to 

track data regarding the participants’ implementation of the approaches from the 

workshop into their teaching contexts, as well as to offer considerable in-classroom 

support to both groups. I was able to support the teachers as a coach and co-facilitator 

through their implementation process to some extent. Due to the nature of contract 

teaching artist work, however, the artists had just begun to plan their first post-workshop 

residency as I was finishing this document. While I supported their lesson planning 

process from a distance, I was not able to offer in-person facilitation support. I was also 

not able to accurately track their self-efficacy, comfort, or other experiences when using 

the practices in their teaching. While I will continue this research further, this constitutes 

one major limitation of the data presented in this thesis document. 

Additionally, because of the workshop’s timing in the midst of summer vacation 

(due to my graduate school schedule and the NSF’s performance season), it was difficult 

to recruit multiple teachers from the same school to align with Guskey’s argument for 
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“systemic” professional learning (that which offers entire schools or districts 

opportunities to shift practices at organizational levels rather than solely at individual 

levels (21)). The artists most likely to teach the NSF residency again attended the 

workshop (creating a systemic component for NSF), but the teachers will remain isolated 

in the sense they are both the only person from their school who attended the training. 

Furthermore, a lack of funding to compensate teachers for their time and NSF’s full 

production schedule caused the number of participants to be quite small.  

Of note is the fact that the participants in this study were exceptionally “good 

students,” meaning that, for the first two days of the workshop, they expressed almost no 

doubt or concern about implementation of the strategies we shared (Field Notes, 19 July 

2016). Only when my co-facilitator and I specifically prompted the participants with 

questions such as “what are potential challenges you might encounter using this in your 

teaching spaces?” or more bluntly “what might go wrong if you used this in your 

classroom?” did they share concerns or reasons a specific strategy might require 

modification to work effectively. While this enthusiasm and flexibility contributed to a 

positive professional learning environment, these characteristics were considerably 

different from my previous professional learning facilitation experiences. Therefore, it 

seems necessary to note that some of the positive outcomes of this research may have 

been stemmed from the temperament and make-up of this group. The participants were 

familiar with each other and with Andrew and me as facilitators. This familiarity may 

also have impacted their comfort level and experiences, therefore making the findings 
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less generalizable to larger numbers of participants or to programs that seek their 

participants from a wider geographical base.  

It is also important to note that I served as the primary investigator on this project 

as well as being the lead facilitator for the workshop. I administered the surveys and 

conducted the interviews, which left the participants with little opportunity to provide 

anonymous feedback regarding their experiences in the workshop. While I believe this 

group of participants was honest about their experiences, a limitation particularly of the 

qualitative data is that the participants may have felt pressure to offer more positive 

reactions to the workshop because they knew I had planned and facilitated it. In future 

studies, a neutral, outside researcher should be used to conduct interviews to guarantee 

more objective feedback. 

RECOMMENDATIONS FOR FUTURE RESEARCH 
From the study’s findings and limitations stem a number of areas I would 

recommend for future research. First, to address the small sample size, I would 

recommend a study that examines the experience of a larger group, perhaps 20-30 

participants, in a similar structure. Second, future research should address the idea of 

teachers’ and artists’ perceptions of drama-based pedagogy and teaching Shakespeare 

after they have begun to implement it in their teaching spaces over time. Additionally, 

future studies should assess this model’s effectiveness in more diverse spaces, attending 

to the racial, ethnic, gender, and socioeconomic characteristics of facilitators, 

participants, and the students served by the participants. Finally, this model succeeded in 

part because of its specific focus on teaching Shakespeare, which was a source of interest 
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and expertise for both teachers and artists. While the participants were able to make 

connections between the teaching strategies that were grounded in Shakespeare and how 

they might use them for other complex texts, future research might address other types of 

specific content that could be situated at a theatre that focuses on more contemporary 

works. 

MOVING FORWARD 
On the last day of the workshop, we spent the morning reflecting on the week and 

thinking about how to move the participants’ experiences into classroom spaces. The 

participants created action plans that detailed their intentions for using DBP in their 

future teaching. These plans were very different, each reflecting the unique perspective 

and experience of the participants. Melissa, a teacher, created a visual representation that 

re-imagined her Romeo and Juliet unit for her freshmen students. Julie, the other teacher, 

brainstormed around her upcoming Hamlet unit, detailing her students’ demographics 

and prior experiences, as well as challenges she had faced in the past and ways that DBP 

strategies could help her overcome them. David, an artist, considered the ways DBP 

functioned in physical, social-emotional, and artistic spaces, making a complex Venn 

Diagram of where the strategies he had connected with fell in terms of these different 

student objectives. Liz, another artist, re-conceptualized how she would direct a play with 

young people using DBP strategies to scaffold into creating characters and rehearsing 

scenes, while Allie, the third artist, focused on the ways she could use DBP strategies and 

their underlying principles to shape her work in two areas of her life: as a “Teacher” and 

as an “Artist/Leader.” As they worked, the participants tossed materials across the room 
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to each other and asked occasional questions about specific strategies or their 

applications, falling into mix of individual and collaborative work that felt comfortable, 

productive, and familiar. I was struck by the complexity and ambitiousness of the plans 

they created, and in the growth in confidence in terms of arts-based teaching from 

Monday to that moment. I also wondered how these ideas and accomplishments might 

translate into their future practical work with students in various spaces. 

As the participants concluded their action plans, we took the last few moments 

together as a learning community to prepare for a short sharing of work with an invited 

audience. I had designed this gathering to be part celebratory—showcasing the 

participants’ time, effort, and accomplishments—and part advocacy-based, publicly 

claiming the effectiveness and necessity of arts-based professional development and its 

possibility to strengthen both teacher and artist pedagogical practice. I came in with a 

plan about how we would share a few strategies and anecdotes and then leave time for the 

audience to ask questions. To my surprise, when I shared this plan with the participants, 

they responded with the strongest pushback of the entire week, asking immediately and 

forcefully why they were not sharing the lessons they had created and taught the day 

before. In my prior professional development experience, teachers had expressed 

reticence to share their lesson plans for fear of being judged while trying a new skill. It 

simply hadn’t occurred to me that this group might feel differently. We re-constructed the 

plan for the sharing together, adding in time for the participants to describe their lessons 

for the attendees and to discuss the action plans for implementing the work they had done 

throughout the week. I was reminded in this moment of the paramount importance of 
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intentionality and reflection in the work of teachers, artists, and, in my case, professional 

learning facilitators. 

Even in this final sharing, systemic factors shaped our experience. The teachers’ 

principals and colleagues were not available because of summer vacation, and NSF’s 

artistic director left to attend another meeting before the artists had shared their lessons. I 

have no doubt that systemic challenges—such as limited time, funding and human 

resources, the pressures of high-stakes assessment, and the varying degrees of 

information available in advance regarding artist residencies in schools—will also shape 

the ways this study’s teachers and artists continue to apply the strategies they 

experienced. That said, the skills the participants learned—not only from the workshop 

curriculum but also from each other—give them invaluable assets to meet these 

challenges head-on, both individually and when collaborating with other teachers or 

artists. At the top of this chapter, I noted Melissa’s discovery that arts-based learning 

“strategies not only were fun and engaging but…hit at the deep level understanding…that 

[is] in the standards” (Melissa, Interview, 23 July 2016). She articulates here the 

possibilities that stem from an authentic integration of the academic and the artistic, the 

resources of schools and arts organizations, and the individuals who work within them.  
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Appendix A: Sample Session Plan 

 
TUESDAY, JULY 19TH 

 
Materials: Chimes, snowball slips (2 colors), markers, copies of Hamlet text and 
Macbeth text, 
 
Posters: Strategy Processing (Cover the Space/Statues, Connecting Images, Defender, 
Circle Dash, Story of my Name, Role on the Wall, Conscience Alley, Given 
Circumstances), DAR, Role on the Wall figure (Macbeth) 
 
Setup 

❏ EQ’s/Agenda/Goals written on whiteboard 
❏ Speaker and computer/iPod for playing music 
❏ PowerPoint pulled up and projector set up 
❏ Pull up title slide (SLIDE 24) 
❏ Constructivism video pulled up on computer 

 
Essential Questions: 

● How do we create and interpret meaning through dramatic skills? 
● How can we create alternative entry points into Shakespeare’s text? 
● How can we create spaces for students to find personal resonance with 

Shakespeare’s stories and characters? 
 
Agenda 
10:00-10:10am Agenda/Goals for the Day/EQ’s (and check-in about Hamlet) 
10:10-10:30am Constructivism Video 
10:30-10:40am Overview of Image Work 
10:40-11:05am Cover the Space/Statues 
11:05-11:35am Circle Sculpting 
11:35-11:45am BREAK 
11:45-12:30pm Image Work as Script Analysis 
12:30-1:15pm  LUNCH 
1:15-1:35pm  Defender 
1:35-1:50pm  Review of Macbeth 
1:50-2:25pm  Story of My Name 
2:25-2:35pm  BREAK 
2:35-2:55pm  Role on the Wall 
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2:55-3:10pm  Conscience Alley 
3:10-3:50pm  Given Circumstances 
3:50-4:00pm  Snowball 
 
7:30pm TONIGHT: As You Like It at the PAC 
Texts: Hamlet, Macbeth 
Section Overviews: Exploring Complex Storylines / Building and Performing Character 
 
 
Section Overview: Exploring Complex Storylines 
 
10:00am-10:10am Agenda (ANDREW)  
Goals for the Day, Housekeeping, Check-in about experience with Hamlet and Macbeth 
 
10:10am-10:25am Constructivism Video (Lauren) 
We are going to watch a brief video about constructivism, which is one of the major 
underlying principles for drama-based pedagogy, and all of the strategies you will see us 
using throughout the week. 
 
What stuck out to you about the video? How might these principles guide your work in 
your teaching contexts? 
 
Transition: Constructivism is particularly visible within Image Work, in which we use 
objects or bodies to create visual representations of ideas or moments. We will begin 
with an introduction to Image Work, although you have already engaged in Image Work 
through creating your 3D models. 
 
10:30am-10:40am: Overview and Fundamentals of Image Work (SLIDE 25-26) 
(LAUREN) 
(SLIDE) These strategies invite participants to use an object or their bodies to represent 
and dialogue about an idea, feeling, character, relationship, force, setting, or 
situation.These strategies employ nonverbal and aesthetic skills. These strategies stem 
from the work of the Brazilian Theatre of the Oppressed practitioner Augusto Boal, 
improviser Viola Spolin, as well as many other drama folks who have adapted these 
individuals' work (Dawson and Lee). 
 
In Image Work, participants:  
• Make meaning: These strategies allow multi-modal ways of meaning-making (visual,  
kinesthetic) in addition to oral expression as a means of communication. Through  
creating, sharing, and responding to images, participants are given an opportunity to  
develop and improve their inferencing skills to support their observations.  
• Explore perspectives: These strategies invite participants to try out and dialogue with  
multiple perspectives on any given topic.  
• Consider relationships: These strategies enable participants to consider multiple 
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facets  
of a concept, event or character and put them in relationship to one another to create a  
more complex understanding. (Dawson and Lee) 
 
(SLIDE 27) We’ve already experienced working with “objects as image” when we 
created then interpreted your 3D models yesterday. 
 
Image Work strategies that focus on reading bodies as images require a fundamental 
understanding of text and offer students an opportunity to both embody meaning about 
text and explore multiple ways a text might be interpreted, both by artist and audience. 
Images in Action ask students to connect one or more big ideas together visually.  
 
Transition: There are many, many ways to teach image work, and we are going to 
explore a few of them this morning. For the first one, we’ll explore some of Hamlet’s 
central themes. 
 
10:40-11:00am: Cover the Space/Show Us (Ind./Paired Images) (SLIDE 27) ANDREW 
Ask participants to cover the space, walking around, in no specific pattern, trying to find 
their way to all areas of the room. Then, let participants know that when they hear an 
auditory cue (clap, chimes, etc.) they will freeze. When they hear that cue again, they 
can resume walking. Do this a few times. Next, ask participants, the next time they hear 
the cue, to freeze into an individual image that shows the idea of the word “grief.” Give 
them a moment to continue walking before ringing the chimes. Ask participants to freeze 
for a moment, remember their image, then keep walking. Do this three times, allowing 
time for revisions after each statue. On the third statue, ask half the participants to stay 
frozen while the other half observes the statues. 
 
Reading the Images: 

● What do you see the bodies doing in these images? 
● What does that tell you about how the people in the images might be feeling? 

What does this tell us about the idea of grief? 
 
Switch groups and repeat this process, adding the question: 

● Given all of this information, how might grief impact the way we interact with 
other people? 

 
Resume covering the space. Ask participants, when they hear the chimes, to find a 
partner and, without talking, create a two-person image of the word “family.” Since there 
is no verbal negotiation, the pairs will need to navigate their images through movement. 
Count down from 10 and ask the pairs to freeze. Observe one half, then the other. 
 
Reading the Images: 

● What do you see the bodies doing? What do you notice about the images? 
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● What do you think these observations might mean about the group’s idea of 
family? 

 
Switch groups, repeating the questions with the addition of: 

● What do you notice that is a literal representation? What is more metaphorical? 
● How do events within our families impact the way we interact with other people? 

 
11:00am-11:05am: Strategy Processing (Cover the Space/Show Us) (SLIDE 28) 
LAUREN 

● What did we do in this activity? 
● What skills did this activity ask us to practice (Academic, Affective, Aesthetic)? 
● How might you use this strategy in you classroom or teaching context 

(applications)? 
● Why might you use an image work strategy specifically for teaching 

Shakespeare? What does it offer your students that other forms of engagement 
might not? (Hit multiple entry points here). 

● What did you notice about facilitation of the strategy (classroom management, 
questioning, etc.)? 

 
Notes: 

● Types of image-making (individual/group, planned/improvised) 
● Call attention to DAR in reading the images, and the importance of reading the 

images (almost more important than the process of making them) 
 
Transition: Now that we’ve looked at some improvised images, we’re going to move on 
to looking at ways groups can plan their images to share their ideas with a larger group. 
 
11:05am-11:30am: Circle Sculpting (SLIDE 28)  
(Hamlet - what’s going on internally and how does that manifest - start to play with literal 
and abstract here?) 
 
ANDREW 
(SLIDE 29) To be or not to be—that is the question: 
Whether ’tis nobler in the mind to suffer 
The slings and arrows of outrageous fortune, 
Or to take arms against a sea of troubles 
And, by opposing, end them. To die, to sleep— 
No more—and by a sleep to say we end 
The heartache and the thousand natural shocks 
That flesh is heir to—’tis a consummation 
Devoutly to be wished. To die, to sleep— 
To sleep, perchance to dream. Ay, there’s the rub, 
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For in that sleep of death what dreams may come, 
When we have shuffled off this mortal coil, 
Must give us pause.  
 
Include a short DAR of the text; collect ideas about meaning and what might be going on 
for Hamlet at this point.  
 
LAUREN 
Model the three kinds of sculpting: 

● Mirroring 
● Puppet Strings 
● Direct contact 

Make sure to mention that the sculptors should ask permission from the clay before 
sculpting them using any of the methods. 
 
Ask everyone to find a partner and determine which partner is A and which partner is 1. 
A will be the sculptor first and 1 will be the clay. Ask 1s to make a circle, then turn out. 
A’s will be on the outside of the circle. Ask Partner A to make a statue of what Hamlet 
might look like as he is giving this speech. From what we’ve gathered about the meaning 
of this portion of the soliloquy, what might be going on in his head? How might that 
manifest on his body? Allow 1-2 minutes for sculpting. 
 
Reading Questions: 

● What do you see the bodies doing in these images? 
● What do you think these positions might mean about Hamlet’s mental state? 
● What do you think Ophelia or another character might think if they encountered 

Hamlet in this moment? 
 
Have the partners switch so that 1’s are on the outside and A’s are on the inside. Ask 
the A’s to sculpt their partner into a more abstract image of what might be going on 
internally with Hamlet during this monologue? How might they use the shapes of the 
body to show the inner struggle that he is facing? 
 
Reading Questions: 

● What do you see the bodies doing in these images? 
● How are these images different from the more literal set of images? What 

words/descriptions did you hear that were different? 
● How might being in this mental state affect the way that Hamlet interacts with 

other characters? What decisions do you think he might make next? 
 
11:30am-11:35am: Strategy Processing (Circle Sculpt) (ANDREW) 

● What did we do in this activity? 
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● What skills did this activity ask us to practice (Academic, Affective, Aesthetic)? 
● How might you use this strategy in you classroom or teaching context 

(applications)? 
● What did you notice about facilitation of the strategy (classroom management, 

questioning, etc.)? 
 
11:35-11:45am: BREAK 
 
11:45am-12:20pm: Image Work as Script Analysis/Connecting Images (SLIDE 31) 
(ANDREW) 
When we are thinking about planned images, it helps for everyone’s meaning-making 
(both the people making the images and the people reading the images) to understand 
how to build a strong image. Here are some basics about building frozen images that 
can help students represent their meaning clearly. Demonstrate the following using co-
facilitator as a model. 
 
(SLIDE 32) 

● Strong/Still/Focused 
● Levels 
● Focal point (eye contact and where you place your focus) 
● Placement in reference to the audience (need facial expressions!) 

 
Excellent. Now we’re going to put these elements into practice. 
 
As a group, review the major events in Act 1 of Hamlet. Ask participants what they 
remember about the beginning of the play, and construct a list of major events [have a 
list prepared to pull from, just in case]. Next, split the participants up into two groups 
(ideally with a mixture of teachers and artists) and let them know that their task is to 
show the major events of Act 1 in a series of 3-5 frozen images. Everyone should be 
involved in each image, but they don’t necessarily need to play the same character in 
each image, or even a specific character. The images can be literal or metaphorical, but 
should tell the story of the beginning of Hamlet. 
 
[Allow time to do this, maybe 4-5 minutes]. 
 
Share images, one group at a time, sharing the sequence twice before asking questions. 

● What did you notice about the images?  
● What major moments from Act 1 do you see represented? What themes or ideas 

about the play do you see represented? 
● What did our sets of images have in common? What was unique about each set? 
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○ ****For this question, really hit the fact that there is not right or wrong way 
to accomplish this task, and that any choice we make about how to create 
images is our opinion about the text and what’s important. 

● How did you choose what elements to include, and how to represent them? 
● How does creating a visual representation of Act 1 change your understanding of 

the events or themes of this part of the play? 
 
12:20pm-12:30pm: Strategy Processing (Connecting Images) & Image Work 
Reflection (SLIDE 33) LAUREN 

● What did we do in this activity? 
● What skills did this activity ask us to practice (Academic, Affective, Aesthetic)? 

○ What artistic habits of mind do these activities ask your students to use? 
● How might you use this strategy in you classroom or teaching context 

(applications)? 
● What did you notice about facilitation of the strategy (classroom management, 

questioning, etc.)? 
 
Notes: 

● Draw out difference between using planned/improvised images. 
● Individual/pairs/groups 
● Note that you could take an activity like this and do it for an entire play, or could 

have students do it for each act and eventually put them together, or have each 
group of students take one act then put them together as a class. 

○ Other extensions: adding text, adding sound, adding music. 
 
12:30pm-1:15pm: Lunch 
 
Section Overview: Building and Performing Character 
 
Make sure to note as folks are coming from lunch that we are moving toward the 
“drama” end of the continuum, with the strategies we will explore this afternoon leading 
into students taking on characters and exploring multiple perspectives through 
performance. This category is called “Role Work,” and we will go into a more detailed 
explanation of it on Wednesday. 
 
1:15pm-1:30pm: Defender (SLIDE 32) (LAUREN) 
Ask participants to briefly review the characters from Hamlet that we have talked about 
so far. Ask them to hold this list in their mind while we transition to our next activity. 
Once again, ask participants to cover the space, silently, not interacting with anyone 
they pass. Then, ask them to pick someone to be their “enemy.” Note that this is only for 
the sake of the game, and that this person’s name should never be said aloud. The 
participants’ goal becomes to continue covering the space, keeping their body safe while 
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simultaneously staying as far away as possible from the person they have chosen as 
their enemy. After playing this way for a while, ask participants to pause, then pick 
(again silently, without making any obvious gestures or questions) a “defender.” Their 
goal is now to keep their defender in between themselves and their enemy at all times, 
while still covering the space as evenly as possible. Play for a few moments, then pause. 
 
Reflection Questions: 

● What was your experience of this game like? (Again, a reminder never to say 
their enemy’s name). How did you feel as you moved through the steps? 

● How did you navigate multiple objectives at the same time? What challenges did 
you face and how did you overcome them? 

We’re going to play another round of Defender, but this time, we will play in character. 
Take a moment and remember the characters that we know in Hamlet. Pick one - this 
could be your favorite, or one that you don’t understand very well, or one you think is 
interesting or would like to learn more about. For this round of Defender, you will play as 
that character. 
 
Once participants have their character, ask them to resume covering the space. They 
will move through the same process as before, choosing someone to be their enemy 
(assigning this person a character from the play in their mind...again, none of this should 
be said aloud) and someone to be their defender. Their job, in character, becomes to 
keep their defender in between them and their enemy at all times. 
 
Reflection Questions: 

● How was your experience in this round different from the first time?  
● Which character did you choose, and why? Which characters then became your 

enemies and defenders and why? 
● In Hamlet, what other instances can you identify of characters antagonizing each 

other? Defending each other? 
 
1:30pm-1:35pm: Strategy Processing (Defender) (ANDREW) 

● What did we do in this activity? 
● What skills did this activity ask us to practice (Academic, Affective, Aesthetic)? 
● How might you use this strategy in you classroom or teaching context 

(applications)? 
● What did you notice about facilitation of the strategy (classroom management, 

questioning, etc.)? How might you adjust the facilitation for your context? 
 
Transition: Shift into Macbeth for the afternoon. 
1:35pm-1:50pm: Refresher on Macbeth (ANDREW) 

● What do you remember about the story of Macbeth?  
● What are important themes, ideas or events? 
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(Fill in details as necessary) 
 
1:50pm-2:20pm: Story of My Name (SLIDE 34) LAUREN 
Ask participants to find a partner. Let them know that their task is to share with their 
partner the story of their name. This could be a first, middle, or last name, or a 
nickname. It could be how they got their name, a story about their name being used in a 
specific way, or anything else they would like to share about their names. Allow each 
person about 3-4 minutes to share. Once everyone has shared, gather the group back 
together and ask each person to share the story of their partner’s name with the group 
(they can check to make sure they are getting the details right, and it doesn’t have to be 
perfect!).  
 
Reflection Questions: 

● What was it like to share your story? To listen to someone else’s story? To share 
someone else’s story? 

● What were some of the ways we got our names? 
● How does your name shape the way you view yourself or your identity? 
● How do names impact the way that we move through the world? 

 
Transition: In the story of Macbeth, and in the time the play was set, titles, such as 
Macbeth’s title of “Thane” were equally if not more important than names. They carried a 
lot of weight in social and political situations. We are going to look now at a piece of text 
from Macbeth that has to do with his title and some information he finds out about it. 
 
First of all, what is a “thane?” [Note that if participants don’t know this information, what 
resources might they use to find it?] Talk about the different ways royalty and titles could 
be transferred. 
 
(SLIDE 35) First Witch 
All hail, Macbeth! hail to thee, thane of Glamis! 
Second Witch 
All hail, Macbeth, hail to thee, thane of Cawdor! 
Third Witch 
All hail, Macbeth, thou shalt be king hereafter! 
 
MACBETH 
Stay, you imperfect speakers, tell me more: 
By Sinel's death I know I am thane of Glamis; 
But how of Cawdor? the thane of Cawdor lives, 
A prosperous gentleman; and to be king 
Stands not within the prospect of belief, 
No more than to be Cawdor. Say from whence 
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You owe this strange intelligence? or why 
Upon this blasted heath you stop our way 
With such prophetic greeting? Speak, I charge you. 
 
Reflection Questions (after processing the meaning of the language here): 

● What titles do the witches greet Macbeth with? 
● Based on these titles, and some of the things we mentioned were important 

about our names, how do you think being called these titles might impact the way 
Macbeth makes decisions? 

 
2:20pm-2:25pm: Strategy Processing (Story of My Name) ANDREW 

● What did we do in this activity? 
● What skills did this activity ask us to practice (Academic, Affective, Aesthetic)? 
● How might you use this strategy in you classroom or teaching context 

(applications)? 
● What did you notice about facilitation of the strategy (classroom management, 

questioning, etc.)? How might you adjust the facilitation for your context? 
 
2:25pm-2:35pm: BREAK 
 
2:35pm-2:55pm: Role on the Wall (SLIDE 36) (LAUREN) 
Start by reviewing what’s happened in Macbeth up to this point: 

● The witches have told Macbeth he will be the Thane of Cawdor, and that 
happened. They also told him he will be king. 

● The King, Duncan, has come to stay in Macbeth’s castle, and Macbeth is 
throwing a dinner party in his honor. 

● Lady Macbeth has decided that Macbeth should kill the king to take over the 
throne. 

 
Look at Act 1, Scene 7 (edited) (RSC Toolkit, page 48) 
 

Macbeth: We will proceed no further in this business: 
He hath honoured me of late, and I have bought  
Golden opinions from all sorts of people, 
Which would be worn now in their newest gloss, 
Not cast aside so soon. 

 
Lady Macbeth: Was the hope drunk 
Wherein you dressed yourself? Hath it slept since? 
And wakes it now, to look so green and pale 
At what it did so freely/ From this time 
Such I account thy love. Art thou afeard 



113 

To be the same in thine own act and valour 
As thou art in desire? 

 
Macbeth: Prithee, peace. 
I dare do all that may become a man: 
Who dares do more is none. 

 
Lady Macbeth: What beast was’t, then, 
That made you break this enterprise to me? 
When you durst do it, then you were a man: 
And to be more than what you were, you would 
Be so much more the man. 
I have given suck, and know how tender ‘tis to love the babe that milks me: 
I would, while it was smiling in my face, 
Have plucked my nippled from his boneless gums, 
And dashed the brains out, had I so sword as you 
Have done to this. 

 
Macbeth: If we should fail? 

 
Lady Macbeth: We fail? 
But screw your courage to the sticking-place 
And we’ll not fail. 

 
Using a paper with a figure drawn on it and labeled “Macbeth,” use the following line of 
questioning: 

● What are some of the messages that Macbeth is receiving from the world? 
○ Can you recall any of the lines or words that other characters say to him 

specifically? (Note specific pieces of text in quotes, as well as the general 
idea. Also categorize the thoughts, one in one color for pro-murder and 
one in another color for against murder). 

● Who are those messages coming from? (Match messages to the people who say 
them).  

● How do you think those messages and circumstances might make Macbeth feel 
(write these responses inside the figure on the paper)? How might they persuade 
him to change his course of action? 

 
Transition: Next, we’ll take some of these ideas and put them in our bodies. 
 
2:55pm-3:05pm: Conscience Alley (SLIDE 37) (LAUREN) 
Ask for one volunteer from the group to play Macbeth (this can be the facilitator of the 
activity if necessary). Ask the other participants to pick a character from the Role on the 
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Wall and a line of text (ideally one of Shakespeare’s lines, but could also be a more 
general feeling or direction), something that would be said directly to Macbeth. Ask the 
participants to form two standing lines with space in the middle for someone to walk 
through. The person who is playing Macbeth stands at one end of the lines and walks 
slowly through as the other participants say the lines they have chosen to him. Remind 
the group that they can use vocal choices to underscore the choices of their lines. 
 
Reflection Questions: 

● For Macbeth: what did it feel like to walk through the center? What ideas (or 
sides of the argument) were most prominent? 

● For other participants: What character or line of text did you choose? What vocal 
choices did you make? How did you make these decisions? 

● Based on this experience, what do you think Macbeth might do next? 
 
3:05pm-3:10pm: Strategy Processing (Role on the Wall and Conscience Alley) 
(ANDREW) 

● What did we do in each activity? (Scribe one column per activity) 
● What was the difference between exploring the messages a character receives 

on paper and in an embodied way? 
● What skills did this activity ask us to practice (Academic, Affective, Aesthetic)? 
● How might you use this strategy in you classroom or teaching context 

(applications)? 
● What did you notice about facilitation of the strategy (classroom management, 

questioning, etc.)? 
 
3:10pm-3:50pm: Given Circumstances (SLIDE 38) (ANDREW) 
 
3:50pm-4:00pm: Snowball (SLIDE 39) (LAUREN) 
Ask participants to gather in a circle for a closing ritual. Each person should get two 
piece of paper, one of each color. Ask participants first to respond to the first prompt 
(see below), then crumple up their paper and toss it in the middle of the circle. Next, ask 
them to respond to the second piece of prompt on the other color of paper and toss it 
into the center of the circle. 

● Something I’m excited about from our work so far is… 
● A question I still have about using drama techniques to teach Shakespeare is… 

Ask participants to pick up one of each color of paper and uncrumple them; ideally they 
will not have their own, but if they do, that’s okay. Go around the circle, reading each 
response to the first prompt (on the first color of paper).  
 
Reflection Questions: 

● What ideas stuck out to you from what you heard? Was there anything that 
surprised you? 
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● What commonalities did you hear among the ideas from the group? 
Repeat this process with the second prompt (questions), and address who we might 
address those questions throughout the rest of the intensive. 
 
Announcements: 

● Don’t forget that you have tickets reserved for As You Like It tonight at 7:30!  
● Tomorrow morning at 9:00am, if you would like, we will gather at Mugby Junction 

on Huff Street to talk about the play and our experience seeing it as a group. This 
is completely optional. 

 
7:30pm: Performance of As You Like It as a group 
 
 
Reflection and Prep 

● Lauren & Andrew reflection 
● Take photos of all processing posters, things written on the board 
● Create groups for micro-teaching 
● Write agenda and essential questions on the board for Wednesday 
● Create posters for Wednesday and place where they are needed 
● Make prompts for Touchstones 

 
Lauren 

● Type notes for distribution 
● Field notes and reflective practitioner research writing 
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Appendix B: Self-Efficacy Scale 

Self-Efficacy Scale 
Name: ________________________________________________________  
School or Context: ______________________________________________ 
 

This part of our questionnaire is designed to help us gain a better understanding of the 
kinds of things that create challenges for teachers and teaching artists. Please indicate 
your opinion about each of the questions below by circling any one of the nine responses 
in the columns on the right side, ranging from (1) “None at all” to (9) “A Great Deal” as 
each represents a degree on the continuum. Please respond to each of the questions by 
considering the combination of your current ability, resources, and opportunity to do each 
of the following in your present position. 
 
 None 

at all 
 Very 

Little 
  Some 

Degree 
 Quite 

a Bit 
 A 

Great 
Deal 

1.  To what extent can you motivate 
students who show low interest in 
schoolwork? 

1 2 3 4 5 6 7 8 9 

2. To what extent can you help 
students value learning? 1 2 3 4 5 6 7 8 9 
3. To what extent can you help your 
students believe they are capable 
learners? 

1 2 3 4 5 6 7 8 9 

4. To what extent can you provide an 
alternative explanation or example 
when students are confused? 

1 2 3 4 5 6 7 8 9 

5. To what extent can you use a 
variety of assessment strategies? 1 2 3 4 5 6 7 8 9 
6. To what extent can you use a 
variety of strategies to access your 
students’ lived experiences?   

1 2 3 4 5 6 7 8 9 

7. To what extent can you use arts-
based teaching methods effectively in 
your lesson plans and teaching? 

1 2 3 4 5 6 7 8 9 

8. To what extent can you engage 
students specifically in Shakespeare or 
other complex texts? 

1 2 3 4 5 6 7 8 9 

9. To what extent can you offer 
multiple entry points for students into 
the study of Shakespeare and other 
complex texts? 

1 2 3 4 5 6 7 8 9 
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Appendix C: DBP Comfort Scale 

Name: ___________________________       School or Other 
Context:________________________________ PRE-DBP COMFORT SCALE 

We want to get a sense of how we can best support participants in the summer intensive in using 
drama-based strategies to teach Shakespeare and other complex texts. Please indicate your 
opinion about each of the questions below by checking off any one of the nine responses in the 
columns on the right side, ranging from (1) “Very uncomfortable” to (9) “Very comfortable” as 
each represents a degree on the continuum. Please respond to each question by considering the 
combination of your current ability, resources, and opportunity to do each of the following in 
your present position.  
 

If you’ve never done the described activity before, check off “I’m New!” and move on to the 
next item. 

 How comfortable are you doing the 
following?            

 (0)  (1) (2)  (3) (4)  (5) (6) (7) (8)  (9) 
Example: Participate in a drama-
based activity.      X     

Describing, in general, what drama-
based pedagogy is.           

Incorporating principles of active 
learning into your lesson plans.           

Incorporating principles of drama or 
other art forms into your lesson 
plans. 

          

Describing drama-based teaching 
strategies to a colleague or a friend.           

Using active or dramatic approaches 
to teach Shakespeare.           

Using active or dramatic approaches 
to teach other complex texts.           

Planning a drama-based lesson with 
a colleague.           

Planning a lesson or unit about 
Shakespeare with a colleague.           

 
What are your goals and expectations for the Summer Intensive this year? 
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