
1 
 

Sean Bartley 

Evidence of Teaching Effectiveness 

1.) Course Narratives 

Dramaturgy………………………………………………………………………………2-5 

Play Analysis…………………………………………………………………...…………6-8 

Introduction to Theatre for Non-Majors…………………………………..……………9-11 

 

2.) Quantitative Student Evaluations 

Dramaturgy……………………………………………………………………………12-15 

Play Analysis…………………………………………………………..…………….…16-19 

Introduction to Theatre for Non-Majors…………………………………………...….20-23 

 

3.) Narrative Student Comments 

Dramaturgy………………………………………………………………………….……24 

Play Analysis…………………………………………………………………………..…..25 

Introduction to Theatre for Non-Majors…………………………………………….……26 

 

4.) Syllabi 

Dramaturgy……………………………………………………………………………27-41 

Play Analysis……………………………………………………………………….…..42-51 

Introduction to Theatre for Non-Majors………………………………………………52-60 

Theory and Practice of Site-Specific Performance (proposed)………………….…...….61-69 

History and Practice of Performance Art (proposed)…………………………………..70-79 

 

 

 

 

 

 

 

 

 

 



2 
 

Narrative: THE 4481 Dramaturgy 
Taught in Spring 2015, Number of Students: 16 

 

1.) Teaching Responsibilities: 

 

Brief Course Description (taken from Syllabus): In my own personal life and career inside and 

outside academia, I find myself constantly trying to accurately and precisely describe the role, 

function, and importance of a dramaturg. While the exercise can be fun, it is also, at times, deeply 

frustrating. How can I help my friends, colleagues, and family understand just what it is I really do 

and why it matters? Each member of my immediate and extended families, one by one, has needed 

to be walked through the basics of term’s history and contemporary meanings. My youngest 

brothers haven taken to lovingly (but deridingly) calling me the “dramaturd,” shrieking the term as 

they howl with laughter. Most people, when they meet me in a coffee shop or at a party, listen to my 

thoughtful pitch in favor of dramaturgy and look at me with combinations of bemusement and 

confusion. Nearly a decade after serving as dramaturg on my first production and beginning my 

study of the field, I have no all-encompassing or programmatic definition of the practice to offer my 

students. Instead, I hope students in this class will all help me think about how the term and its 

connotations might be clarified, expanded, and redefined. 

 

Dramaturgy and the Academy have a very complicated relationship. On the one hand, a course like 

this one is a completely logical fit for FSU’s Theatre Studies area. We’ll develop many of the skills 

students acquired in World Theater History and Play Analysis, applying them both to classic and 

canonical works and the most current playwrights, artists, and ensembles in American and 

international theatres today. But on the other hand, dramaturgy courses in many universities 

privilege the abstraction of a few of the skills of a dramaturg (research, analysis, and textual exegesis) 

over the practical skills needed by Production Dramaturgs, Literary Managers, and Directors of New 

Play Development in producing theatres themselves. Employable dramaturgs must wear many hats, 

collaborating fruitfully with actors, designers, directors, arts managers, artistic directors, audiences, 

media outlets, and funding institutions. I urge students to think of this as a class in theatrical practice 

as well as an exploration of Theatre Studies. I hope to combine my theoretical and historical 

perspectives with my experience in the practice of dramaturgy to give students a concrete and 

practical training in the field, just as students might expect in a course outside Theatre Studies 

devoted to acting, directing, designing, or stage management. Dramaturgy, as I conceive it, is not 

merely studied, but embodied and enacted. 

 

The trajectory of the course’s six modules serves to introduce students to the field, then immerse 

them in it, and finally to expand their understandings of it. We’ll begin by tracing the history of the 

term and the ways it has been applied, then begin the process of dramaturgy in its most traditional 

sense, researching a Chekhov classic, an American Book Musical, and several contemporary 2 

adaptations of classical work. Next, we’ll explore how the dramaturg functions in American 

institutional theatres and create our own “New Scripts Office” in class. Finally, we’ll consider how 



3 
 

dramaturgy might be applied to other forms (opera, dance, performance art, etc.) and how it is 

theorized and enacted across the globe today. 

 

By the end of this course, students will successfully be able to: 

• Critically investigate a wide range of plays, exploring not just their forms and conventions, 

but also their historical, social, and cultural contexts. 

• Perform dramaturgical research on classical and contemporary plays. 

• Present their dramaturgical findings in a wide variety of formats and for a range of 

audiences, sharing their work in writing and in formal oral presentations. 

• Discuss the role and function of dramaturgs in producing theatres around the world. 

• Practice the collaborative processes and skills of a production dramaturg. 

• Explore the breadth of contemporary American theatre and develop their own individual 

aesthetics. 

• Conceive a theatrical work that derives itself from dramaturgical research, an inversion of 

the traditional dramaturgical process. 

 

Professional dramaturgs wear many hats and tend to have complex job descriptions tailored to 

the needs of each institutional theatre. I created the modules of this course to give students an 

introduction to many of the practical elements of the job rather than focusing entirely on, for 

example, textual analysis. Since none of my students had been a production dramaturg before, 

my experiential approach gave them a taste of many components that might draw them to 

dramaturgy. By integrating the course with the School of Theatre’s performance season, I 

highlighted how effective dramaturgy can enhance a production in a classroom (rather than 

rehearsal) environment where we could discuss effective strategies together. 

 

Course Responsibilities: 

2.) Approach to Teaching and Learning: 

 

I designed this course in response to a dichotomy that exists in many School of Theatre courses at 

FSU. Students take Theatre Practice (TPP) courses where they learn by doing and Theatre Studies 

(THE) courses where they learn primarily by reading and writing. Dramaturgy bridges these worlds 

of practice and theory, so I wanted to create a THE course that functioned through practice. 

Students performed for each other and for me, receiving feedback on their preshow lectures, 

talkback sessions, and presentations just like they might in an FSU acting and directing class. We 

devoted significant time to vocal warmups and physical exercises before speeches and lectures, an 

unusual approach for a THE course. 

 

By the end of the semester, I hoped not only to understand how dramaturgs had worked in the past, 

but to think expansively about how they might engage with dramaturgy in the future. For their final 

casebooks, rather than researching a play, students chose a contemporary social, political, cultural, or 

economic topic to explore. Topics ranged from arts integration in prisons to student loan policy and 



4 
 

even the discursive impact of Kendrick Lamar’s album To Pimp A Butterfly. After researching and 

sharing their casebooks, the students proposed an original theatrical work based upon their findings, 

highlighting the fact that dramaturgs are not merely researchers and scholars of classical texts, but 

also creative artists with expertise to offer in new play development. 

 

3.) Innovative Teaching Practices: 

Students in this course must perform a wide range of actual dramaturgical job responsibilities. They 

generate script reports, research productions, create casebooks, and present their findings in a wide 

variety of written and orally presented formats. The course seeks to provide direct, practical training 

for production dramaturgs. Some of the unique techniques I used to connect the classroom to 

performance included: 

• Engaging in direct audience outreach. As the School of Theatre prepared for our 

Spring 2015 production of Ragtime, students in this course read the E.L. Doctorow 

novel that inspired the musical. Because the text is a work of historical fiction, each 

student was assigned a character, researching which biographical details came from 

the historical record versus Doctorow’s own imagination. After sharing their findings 

with the class, each student created a panel for an enormous lobby display that 

communicated their findings with audiences attending the musical, finding historical 

images and collaborating with a professional graphic designer to perfect the layout. 

 

• Integrating the public and private aspects of dramaturgy. While many young 

dramaturgs can handle the research and scholarly aspects of the job, they struggle 

with the interpersonal politics of collaboration. In one module, I reconceived the 

class as a working Literary Office in a regional theatre, casting the students as literary 

associates and dramaturgs and asking them to analyze and report on current plays. 

As a group, in this imagined professional setting, we brainstormed how to be tactful 

in an unsuccessful rehearsal, how to give directors and designers constructive 

feedback they might actually take, and how to leave personal ego at the door. 

 

•  Discovering how to collaborate with professional theatre artists. After reading the 

play Learn to be Latina by Enrique Urueta, students prepared questions for the 

playwright, which they shared with him during a Skype session. Because I had 

collaborated with the author as the dramaturg on the play’s east coast premiere, we 

shared some of the challenges of our rehearsal process. Students left this module 

prepared for to hit the ground running when dramaturging a new play. 

 

 

14 of the 16 students in this course had taken my Play Analysis course the previous semester and all 

students had worked with me in at least one class before this one. Because of the multiple 

prerequisites and the significant base of knowledge I could assume from the students, I was able to 

offer challenging topics for discussion and reading and writing assignments. I stressed to students 
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the ways in which writing for a theatre audience differs from their typical college papers and the 

need to tailor their pre-show lectures to specific audiences and constituencies. 

 

4.) Outcomes: 

Student Evaluations in this course were universally positive. In particular, students noted 

how the course encouraged critical thinking and stimulated their future interest in 

dramaturgy. Because of the course, undergraduates at FSU have begun volunteering to serve 

as production dramaturgs on both School of Theatre productions and projects by student 

groups, including Ellipsis Productions and the Black Actors’ Guild. Several of the students 

from this course have gone on to make excellent dramaturgs, and one graduate, Jaclyn Reid, 

has become a teaching artist in Florida schools. She tells me she uses techniques from this 

course and my Play Analysis class regularly with her students. 

 

5.) Reflective Statement/Plan for Growth: 

The School of Theatre is hoping to offer this course again if I have a slot to teach it. In 

the next iteration, I’d like to integrate public speaking and production responsibilities even 

further into the course modules. Inviting more classes and other School of Theatre students into 

our public speaking assignments would help recreate the environment of an institutional theatre. 

With the permission of directors, I’d like students to regularly observe rehearsals of School of 

Theatre productions, reflecting in writing on the efficacy of the collaborations. 
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Course 1: THE 4303 Play Analysis 

Taught in Fall 2014, Spring 2015, Spring 2016, Spring 2017, Number of Students: 76 

1.) Teaching Responsibilities: 

Brief Course Description: I designed this course to stretch the abilities of upper-level theatre 
majors at FSU, asking them integrate their practical skills with the knowledge of theatrical traditions 
they have learned in earlier courses (Introduction to Theatre for Majors, Theater History I, and 
Theatre History II). Whereas these other courses are taught with large student populations (typically 
80-100 students), Play Analysis is capped at 16, offering students an individual voice in the 
classroom and a role in shaping course concepts and conversations. This course challenges students 
to: 

• Critically investigate a wide range of plays from the Western theatre tradition.  

•  Connect classical and ancient drama with contemporary work on conceptual, structural, 
thematic, and theoretical levels.  

• Analyze dramatic structure(s) and compare structural/dramaturgical methodologies. 

• Read dramatic texts closely and analyze their linguistic choices in writing.  

• Explore the relationship between page and stage and consider how directors might be 
informed by analysis.  

• Convert evidence into action by realizing a creative application of in-class analyses. 

•  Research plays, productions, critics, theorists, and theatrical figures and craft a written 
argument around them. 

•  Share analysis, research, and opinion with classmates informally (conversations), formally 
(facilitations), and artistically (presentations). 

The course is built on classroom discussion. I push the students to set the agenda for our 
conversations and to come to class with questions about the plays we are reading, using my lesson 
plans to supplement their own interests in the texts. The course is capped off with a Final 
Presentation where small groups of students must propose, design, rehearse, and perform an original 
piece that responds to one of the artists we have covered, synthesizing concepts from throughout 
their Theatre Studies courses at FSU and collaborating on new work informed by their discoveries. 

Course Responsibilities: I designed this course from scratch for Fall 2014. I created a reading list, 
designed a system of short, pass-fail quizzes intended to keep students reading without sacrificing 
discussion time and reward them for coming to class prepared to discuss, organized writing 
assignments to build upon the writing skills from earlier classes, managed and administrated a 
Blackboard site, and met regularly in and out of office hours with each individual student.  

After the success of the Fall 2014 version, I was asked by Dr. Mary Karen Dahl, Director of Theatre 
Studies, to help develop a newly standardized version of Play Analysis that would make it easy for 
subsequent doctoral students to begin teaching the course. This included generating a new master 
reading list from which individual instructors could deviate and teach to their own specialties and 
interests. Dr. Dahl and the Theatre Studies faculty also challenged me to integrate a textbook that 
was already being used in several other Theatre Studies courses to cut down on student costs. 
Hoping to avoid having the students re-read many plays and become tired of them, I began to 
supplement the textbook with plays available through the FSU library system’s databases, including 
Drama Online, North American Women’s Drama, and North American Latino/Latina Drama. 
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2.) Approach to Teaching and Learning: 

This course asks students to connect and synthesize information from earlier School of Theatre 
classes, understanding dramatic structure in new ways. It is focused on close reading and discussion 
of just a few plays (typically, one per week) rather than attempting to cover a wider range of material.  

When I began teaching this course, I deliberately taught plays in a highly anachronistic format, 
jumping between historical eras to facilitate these connections. How might a play the Bertolt Brecht 
wrote while in exile from Germany in 1938 speak to the plays of contemporary British author Caryl 
Churchill? What structures and techniques from a playwright’s bag of tricks do they share? Over the 
years I have begun also grouping plays by artistic movements. When examining several Surrealist, 
Dadaist, or Naturalist works together, students formulate larger ideas of these movements more 
easily and generate cross-cultural examples of a given dramatic form: how does American 
Expressionism in drama differ from Expressionist work in Scandinavia? 

3.) Innovative Teaching Practices: 

When Play Analysis is most effective, individual students feel as if they are leading the class and 
determine the structure of the conversation themselves. They begin each class meeting by suggesting 
which aspects of the play they think are most important for us to address and end with a question I 
have generated to spur their thinking until the next meeting. The grading scale heavily factors in 
attendance, participation, and reading quizzes (totaling 35% of the final course grade), reinforcing 
the importance of each student’s individual participation and rewarding them for coming to the 
classroom prepared to learn. Specific examples of techniques I use to spur student discussion 
include: 

• Regular “artistic salons” where small groups of students must edit and evaluate a packet of 
short plays and theoretical readings, deciding what information their colleagues should learn 
and what format to present their performances and manifestos. For example, I recently cast 
students as either Italian Futurists or Dadaists from Zurich, giving them 30 minutes of class 
time to prepare a salon for their peers which featured one short play performance and three 
important claims from the theoretical texts. The limited time frame and embodied style of 
learning encourages students to find new techniques for collaboration and make bold, 
committed artistic choices in their scenes.  
 

• On the first day we discuss a new play, one individual student prepares a short facilitation to 
contextualize the playwright, cover historical background, and present supporting 
audiovisual materials. Each student must meet with me individually before the presentation 
to discuss what information is most important for their peers and the format that will best 
introduce it. This assignment makes students feel like experts on individual plays and 
playwrights we cover and reinforces the oral presentation skills they learned in THE-2020 
(See Appendix E).  
 

• In an effort to demystify the potentially subjective participation grades in the course, I 
institute monthly “Participation Check-In” feedback on Blackboard to help students 
improve. Rather than an actual component of the final grade, these “Check-Ins” give a 
student a sense of my current impressions of their in-class participation and the ways it has 
changed over the semester. Narrative feedback highlights excellent comments or ideas they 
have shared in class and areas of potential concern (cell phone use, for example). 
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I use the final paper and project assignments to direct the students’ new skills towards genres and 
playwrights they are particularly interested in and might explore further in their careers. In the final 
project, students place themselves in groups based on the plays they want to explore and either 
generate an original devised piece of theater responding to these course materials or create a 
production concept for the original play and present their set, lighting, and costume designs to their 
peers. Groups meet with me several times throughout their preparations both in and out of class. 4 

Similarly, the final paper offers students a deliberately vague topic in the assignment prompt, asking 
them to research and explore the authors they have selected without considering their eventual 
argument. Instead of writing to the specifics of the prompt (as they have done in several other 
School of Theatre courses), they must conduct research for research’s sake, letting their own 
intellectual curiosity (rather than the lens of the assignment) guide their choices. In regular meetings, 
I provide additional research resources and help the students craft the eventual paper without 
generating the thesis for them. This paper transitions students from the procedures of writing for 
college courses into discovering their own processes and interests as writers outside FSU. While the 
openness of the assignment presents a challenge for some, many former students express to me that 
their final Play Analysis paper is the writing assignment they are most proud of from their 
undergraduate study.  

4.) Outcomes: 

Student feedback has been excellent throughout the four semesters I have taught this course and has 
improved slightly each time. See Appendix A for SPCI Evaluations and narrative feedback from 
students. Because they’ve so often been in large-format classes at FSU, students in this course seem 
to particularly respond to the individual attention they each receive from me both in and out of 
class. Based upon the response to the course from students, administrators, and faculty members 
who visited to observe, I was invited to develop a Dramaturgy course for Spring 2015 and draft 
several other courses that might be implemented in future semesters. 

5.) Reflective Statement/Plan for Growth:  

One of the biggest challenges in this course has been the two differing scheduling formats. Because 
of the different constituencies who take it, the class must be offered in both a 75-minute, twice per 
week version and a 50-minute, three times per week version. Discussion-based teaching is difficult in 
the shorter class format, which I’m currently teaching; students often remark that we must end just 
as the conversation is getting interesting. As a result, I’ve developed several techniques to use 
discussion time efficiently, including starting with a writing prompt to help students organize and 
synthesize their thoughts and breaking them into even smaller groups based on particular aspects of 
the readings that interest them.  

Some past doctoral students made up for the shorter class sessions by assigning additional 
theoretical and historical readings to the students in that format. Not wanting to be unfair to one 
group, particularly when I’m teaching both formats at the same time, I’ve developed an alternative 
solution: bringing some of those supplemental readings into the classroom and reading them aloud. 
Students seem to particularly respond to this technique with difficult theoretical readings, including 
work by Jean-Francois Lyotard and Ivan Turgenev, retaining more information and making more 
connections when they can ask questions of their peers. One last technique I use to make the most 
of the 50-minute classes is to send the students away with a key critical question at the end of each 
class to consider until we meet again. This keeps the work of the class percolating throughout the 
week and gives us a clear, focused place to begin a new discussion.  
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Course 2: THE 2000 Introduction to Theatre for Non-Majors 

Taught in Summer 2014, Summer 2015, Summer 2016, Summer 2017 Number of Students: 160 

6.) Teaching Responsibilities: 

Brief Course Description: This course offers students a six-week intensive introduction to 
theatrical history, dramatic literature, and performance practices. It is designed to satisfy the 
standardized general education requirement for Ethics and Social Responsibility / Humanities and 
Cultural Practice and FSU's Multiculturalism Y (Diversity in Western Experience) credit. Under the 
former curriculum, it also satisfied the Gordon Rule (W) Writing Requirement.  This course invites 
students to: 

• Critically assess and analyze theatrical plays and productions by placing them within the 
larger context of western and non-western theatre.  

• Engage with a variety of theatre beyond Broadway—backstage and onstage— particularly 
forms that speak to specific groups within American society.  

• Experience and discuss different types of and approaches to theatrical literature and 
production.  

• Learn how and where to find live theatre wherever they may be and how best to become a 
part of the world of theatre.  

• Investigate the diversity of human experience within Western culture through theatre and 
performance, considering, for example, age, culture, disability, ethnicity, gender, language, 
race, religion, sexual orientation, and social class, and appreciate the contributions of 
different social groups. 

• Recognize and analyze differences between individuals and groups of people as seen in 
theatrical performances. 

•  Identify and explain the potential benefits and/or conflicts arising from human differences 
within the current national and/or international landscape via theatrical performance. 

The course features a three-part arc and progression. First, students learn about global theatre 
histories throughout human development. Next, they read plays and watch performances that utilize 
the historical and cultural material they have learned. Finally, students learn by doing, creating, 
rehearsing and performing a ten-minute original performance for their peers. When they begin this 
course, many students have never seen a professional theatrical production. By the final week, they 
are all experienced performers, knowledgeable critics, and practiced playgoers themselves.  

Course Responsibilities: I developed this course out of Dr. Beth Osborne’s long-running course 
design. I began teaching at FSU as one of her Teaching Assistants in Fall 2012. Until last year, the 
course was taught during fall and spring semesters a hybrid format, with Dr. Osborne leading weekly 
online lectures and graduate student TAs teaching an in-person section. Starting in Fall 2015, Dr. 
Osborne’s fall and spring iterations became a fully online course. I designed my summer session C 
course to take advantage of the increase in actual face time with students, decreasing the amount of 
lecture, inviting the class to witness live performance, and often bringing them outside the classroom 
to learn experientially by exploring FSU’s performance venues. Over three summers teaching the 
course I’ve developed my own set of lectures and readings, increased the role that quizzes and 
Blackboard assignments play in keeping students organized and up-to-date, adjusted the writing 
assignments to shifting university requirements, and expanded the final performance project to 
connect more course concepts and smaller activities. 
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7.) Approach to Teaching and Learning: 

My most important goal in this class is to generate excitement and intellectual curiosity in a field that 
may be quite foreign to many of my students. I use recorded and live-streaming video frequently to 
show my students many different forms of historical and contemporary theatre and performance, 
hoping each will express interest in at least one play we cover. Rather than assigning a textbook of 
canonical plays, I use online databases and single edition paperbacks, allowing me to teach the most 
current material I can find.  

Students learn first by reading and observing, then through artistic practice. After reading plays, 
students watch directors and designers interpret them, visiting the scenic, costume, and lighting 
shops in the School of Theatre to learn about the process of theatrical production. I stress the 
collaborative nature of theatre, concluding the class with small groups working collectively on their 
performance projects and trying their hands at various production roles. In the final week of the 
course, students not only present their group plays, but also discuss the work their classmates have 
created, practicing techniques for giving constructive, ethical feedback in a theatrical setting. While 
many students in this class discover or develop a passion for theatre, all of them become engaged 
and informed audience members. 

8.) Innovative Teaching Practices: 

There’s a massive amount to cover in a truncated timeline during the summer version of this course. 
Amongst the millennia of theatre history and the many cultures and traditions to explore, I have two 
fundamental approaches: to lecture as little as I can and to make those lectures as dynamic, 
multimodal, and interactive as possible. The days marked as lecture on my syllabus are filled with 
discussion, group activities, movement, and production video. Some of the ideas I use to encourage 
interaction in class include:  

• Using performance documentation to spur creative thinking. When students learn 
about “worshipful” versus “heretical” directing approaches, they watch examples of 
two directors tackling the same scene from Romeo and Juliet in radically different ways. 
After detailing which choices and versions appealed to them and why, students must 
then create their own production concepts for Sophocles’ Antigone. After learning 
how designers present their ideas to directors and actors, they must create 
PowerPoint/Prezi pitches to help their peers visualize the production they have 
imagined. 
 

• Collecting information on each student’s majors and interests and using them in 
discussion. For example, when we discuss Katori Hall’s play The Mountaintop, which 
imagined the last night of Rev. Dr. Martin Luther King’s life inside the Lorraine 
Motel, I’ll often ask history majors to help the class discern which elements of the 
plot have been taken from the historical record and which come from the 
playwright’s imagination. Mechanical and electrical engineers teach their peers about 
how lighting and set technologies work. Even students with backgrounds in dance, 
gymnastics, and cheerleading are invited to comment when we watch Peking Opera 
clips, explaining the challenges of the acrobatics and tumbling passes to the group. 

 

• Completely overhauling my reading list each summer. I strive to expose students to 
the most current performances and theatrical trends possible from a diverse range of 
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playwrights and artists. Last year, when many of the students described Hamilton as 
one of the reasons they became interested in the class, I integrated clips from the 
show and a documentary where composer Lin-Manuel Miranda describes the six 
years of research behind his pop culture phenomenon into the class. But I also added 
Fun Home, another popular contemporary musical, to the syllabus so students could 
compare their radically different structures, musical styles, and visual aesthetics.  

 

Students come to this course for many reasons and with a wide range of backgrounds in theatre. 
Some have little or no exposure to theatre, others have seen or participated in plays in the past, and 
a few are extremely experienced, but have chosen to explore another degree program while at FSU. I 
firmly believe that each student, regardless of experience, has something to teach their peers, and 
design my curriculum around the expertise of each individual class. During each of the past four 
summer sessions, several students from the course have decided to enter the BA and BFA programs 
in the School of Theatre. I’m proud that the course served as a professional jumping-off point for 
each of them, and I particularly enjoy getting to teach them in additional courses once they become 
theatre majors. 

 

9.) Outcomes 

While student evaluations have always been quite positive in this course (See Appendix B), they have 
also improved each summer I have taught it. In particular, students from Summer 2016 felt most 
strongly that expectations were clear, course materials were relevant, and assignments helped them 
reinforce and apply course concepts. Both in narrative feedback and casual conversation, students 
note that the class offers more discussion and individual attention than introductory courses in other 
fields. Though students often initially express trepidation about the performance project and the 
prospect of having to perform for their peers at first, they almost universally cite it as their favorite 
aspect of the course after completing it.  

10.) Reflective Statement/Plan for Growth:  

While I have described some of the ways I try to make lecture-based class meetings more dynamic, I 
explored explore new techniques for the Summer 2017 iteration of the class. Based upon an 
excellent PIE workshop I attended last spring, I implemented the use of iClicker student feedback 
devices in the classroom. While these tools made logistical tasks like attendance and quizzes easier, 
they also, as the workshop demonstrated, encouraged critical thinking and discussion. After quickly 
polling the class on a particular question, I could easily break them into small groups based upon 
their answers or have them discuss their opinions with those seated around them.  
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Florida State University 

2015 Spring Course Evaluation 

Course: THE4481-0001: DRAMATURGY 

Instructor: Sean Bartley 
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Florida State University 

2017 Spring Course Evaluation 

Course: THE4303-0001: PLAY ANALYSIS 

Instructor: Sean Bartley *  
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lorida State University 

2017 Summer Course Evaluation 

Course: THE2000-0001: INTROD TO THEATRE 

Instructor: Sean Bartley *  
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Student Feedback – Dramaturgy 

[Note: Students wrote these comments at my request for inclusion in the teaching section of my 
professional website (www.seanbartley.net). They were aware that I would read them, post them, 

and attribute them by name.] 

Casey Leach 

“Sean builds a curriculum that excited and challenges his students. He consistently celebrates them 
inside and outside the classroom. He approaches every discussion with the eagerness and infectious 
glee of a teacher who looks for his own new perspectives from his students. In his Dramaturgy class, 
I pushed myself harder than I ever had before.” 

Jessica Bloch 

“Sean has been one of the most inspirational and resourceful teachers I have had the pleasure of 
learning from during my undergraduate career. He is passionate, caring, engaging, and very dedicated 
to the subjects he teaches. I always learned something new about how to approach a piece of 
theatrical art (play, musical, opera, ballet, performance art). I love how discussion-based his teaching 
is, and how it allows you to not only learn from him but also from the rest of the class. I came to 
him one summer asking for a recommendation for a music Fulbright and for graduate school. He 
not only wrote me the recommendations, but also helped me in the grant-writing process and with 
my personal statements.” 

Luz Stella Perez de Corcho 

“It was during my semester in Dramaturgy that Sean really inspired me to consider going to 
Graduate School in the future. He is the only professor I have ever had whose thirst for knowledge 
triggered my own thirst to seek more knowledge. He allowed information to flow out into the 
classroom, around to each student, back to him, and back out again. The learning was constant and 
circular.” 

Jaclyn Reid 

“Sean Bartley is one of the most inspiring mentors a student could ask for. He is vibrant, intelligent, 
and has the ability to make anything interesting. He helped me find a passion for dramaturgy, a field 
I didn't know existed, that led me to dramaturg two FSU main stage productions.” 

 

 

 

 

 

 

http://www.seanbartley.net/
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Student Feedback – Play Analysis 

[Note: Students wrote these comments at my request for inclusion in the teaching section of my 
professional website (www.seanbartley.net). They were aware that I would read them, post them, 

and attribute them by name.] 

Cara Clough 

“Sean Bartley's method of teaching created the best classroom atmosphere and group discussions I 
have ever been a part of. It was because of his open communication and expertise on every text that 

I couldn't wait to read each play for class and start dissecting everything about them as soon as I 
could! The best part about his class was the time and care he devoted to each of his students, we all 
felt very safe to discuss our ideas because of the wonderful way in which Sean created a safe space 
for each and every one of us. Sean was and is an excellent teacher and mentor.” 

Danielle Wirsansky 

“Sean was one of the best teachers I had at FSU. He let me explore my ideas to the end and never 
curtailed me or made me feel bad for taking up his time with them. His classes made me excited 
about theatre, old and new. With his support, I was able to discover my other passions even when 
they were outside of the direct field of theatre and how best to utilize them with theatre when 
possible. He remained supportive even when I was no longer in his classes, and he has always 
remained a teacher and mentor to me.” 

Cara Pfost 

“A class taught by Sean Bartley isn’t just a class. A class taught by Sean Bartley is a hearty, savory, 
deliciously Socratic feast of discussion and dialogue. With his stores of theatre knowledge and 
experience, Sean facilitates meaningful discussion and places priority on the students’ exploration of 
their own thoughts and ideas. His lesson plans and units of study are clever and flexible, allowing an 
organic, student-driven flow while still covering all integral points. I had class with Sean three times 
a week and I always looked forward to it. He made theatre ten times more magical and yet ten times 
less daunting as a career path with stories of his own theatre experiences, something I deeply 
appreciated as a student on the verge of graduation. Sean Bartley is one of the most effective 
educators I’ve ever met.” 

 

 

 

http://www.seanbartley.net/
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Student Feedback –Introduction to Theatre for Non-Majors 

[Note: Students wrote these comments at my request for inclusion in the teaching section of my 
professional website (www.seanbartley.net). They were aware that I would read them, post them, 

and attribute them by name.] 

Chloe Kramer 

“Sean was my first ever college professor when I started at Florida State, and not only did he help 
transition from high school into college comfortably, he also taught me a lot. His lectures were fact-
packed but also incredibly engaging, his feedback on papers was incredibly helpful, and his class was 
my favorite class to date I have taken at FSU. He really influenced me a lot through not only his 
teaching, but through his outside the classroom directing and engagement with students. He's an 
incredibly supportive, helpful, and caring influence on the theatre students at FSU.” 

 

Stacey Pierre 

“As an incoming freshman I did not really know what to expect from college professors. I was 
walking in blind. From the beginning Sean made the entire class and I feel completely engaged with 
the subject material. As a teacher he went above and beyond to make sure we had a positive learning 
experience and that is something that I will never forget.” 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

http://www.seanbartley.net/
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Dramaturgy: THE 4481 
Fall 2014 (Tuesday and Thursday 2:00-3:15pm, FAB 309) 

Instructor Information 
Instructor Email Office Location & Hours 

Sean Bartley smb11c@my.fsu.edu Tuesdays and Thursdays, 8:30-9:30am, FAB 207 

General Information 

Course Description from the University Bulletin  

This course is an introduction to production dramaturgy with emphasis on conducting research and 
preparing written reports. Topics include surveys of the critical literature, cultural background and 
biography, production history and text preparation. 

Course Objectives and Teaching Philosophy 

In my own personal life and career inside and outside academia, I find myself constantly trying to accurately 
and precisely describe the role, function, and importance of a dramaturg. While the exercise can be fun, it is 
also, at times, deeply frustrating. How can I help my friends, colleagues, and family understand just what it is I 
really do and why it matters? Each member of my immediate and extended families, one by one, has needed to 
be walked through the basics of term’s history and contemporary meanings. My youngest brothers haven 
taken to lovingly (but deridingly) calling me the “dramaturd,” shrieking the term as they howl with laughter. 
Most people, when they meet me in a coffee shop or at a party, listen to my thoughtful pitch in favor of 
dramaturgy and look at me with combinations of bemusement and confusion. Nearly a decade after serving as 
dramaturg on my first production and beginning my study of the field, I have no all-encompassing or 
programmatic definition of the practice to offer my students. Instead, I hope you will all help me think about 
how the term and its connotations might be clarified, expanded, and redefined. 

Dramaturgy and the Academy have a very complicated relationship. On the one hand, a course like this one is 
a completely logical fit for FSU’s Theatre Studies area. We’ll develop many of the skills students acquired in 
World Theater History and Play Analysis, applying them both to classic and canonical works and the most 
current playwrights, artists, and ensembles in American and international theatres today. But on the other 
hand, dramaturgy courses in many universities privilege the abstraction of a few of the skills of a dramaturg 
(research, analysis, and textual exegesis) over the practical skills needed by Production Dramaturgs, Literary 
Managers, and Directors of New Play Development in producing theatres themselves. Employable dramaturgs 
must wear many hats, collaborating fruitfully with actors, designers, directors, arts managers, artistic 
directors, audiences, media outlets, and funding institutions. I urge students to think of this as a class in 
theatrical practice as well as an exploration of Theatre Studies. I hope to combine my theoretical and 
historical perspectives with my experience in the practice of dramaturgy to give students a concrete and 
practical training in the field, just as students might expect in a course outside Theatre Studies devoted to 
acting, directing, designing, or stage management. Dramaturgy, as I conceive it, is not merely studied, but 
embodied and enacted.  

The trajectory of the course’s six modules serves to introduce students to the field, then immerse them in it, 
and finally to expand their understandings of it. We’ll begin by tracing the history of the term and the ways it 
has been applied, then begin the process of dramaturgy in its most traditional sense, researching a Chekhov 
classic, an American Book Musical, and several contemporary adaptations of classical work. Next, we’ll 
explore how the dramaturg functions in American institutional theatres and create our own “New Scripts 
Office” in class. Finally, we’ll consider how dramaturgy might be applied to other forms (opera, dance, 
performance art, etc.) and how it is theorized and enacted across the globe today.  
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By the end of this course, students will successfully be able to: 

• Critically investigate a wide range of plays, exploring not just their forms and conventions, but also 
their historical, social, and cultural contexts. 

• Perform dramaturgical research on classical and contemporary plays. 
• Present their dramaturgical findings in a wide variety of formats and for a range of audiences, 

sharing their work in writing and in formal oral presentations.  
• Discuss the role and function of dramaturgs in producing theatres around the world. 
• Practice the collaborative processes and skills of a production dramaturg. 
• Explore the breadth of contemporary American theatre and develop their own individual aesthetics. 
• Conceive a theatrical work that derives itself from dramaturgical research, an inversion of the 

traditional dramaturgical process. 

Prerequisites  

As noted in the course calendar, THE-3214 (Theatre History I) and THE-4303 (Play Analysis) are BOTH 
prerequisites for this course. I will presume familiarity with many of the plays, concepts, and historical eras 
from these courses. If you have not taken one of these courses and/or are taking one concurrently this 
semester, see me during the add/drop period.  

Course Materials 

Required Textbook: The Plays of Anton Chekhov, Translated by Paul Schmidt (IBSN: 9780060928759) 

Paul Schmidt’s translations are widely praised and this book is among the least expensive Chekhov 
collections. It has invaluable notes and lovely introduction. Though we will look at other approaches to 
translating Chekhov in class, please purchase this edition. This will allow us to have the same page numbers 
in class. As we will be reading and viewing several adaptations of Chekhov’s work, we will keep returning to 
this text throughout the semester.  

Required Textbook: Ragtime: A Novel (IBSN: 0812978188) 

Reading a novel for a Theatre Studies course may be a new experience for many students. Ragtime will 
feature in our class in two major ways. First, we’ll explore how Ahrens, Flaherty, and McNally adapted 
Doctorow’s novel into the radically different form of the American Book Musical. Second, we’ll use the novel 
as the starting point for research that will culminate in a series of lobby displays for the FSU production of 
Ragtime. Again, please buy the specific edition listed above. It is very affordable and will allow us to read 
along together in class more easily.  

Digital Textbook: Routledge Companion to Dramaturgy (IBSN: 0415658497) 

Published in the summer of 2014, this superb new book has quickly become an indispensable resource in the 
field. At nearly 600 pages, it features a remarkably broad range of contemporary issues and voices in the field 
of dramaturgy. It also retails for over $140. Fortunately, FSU students have complimentary digital access to 
the book through lib.fsu.edu. In addition to the many readings from this book below, denoted with a “*”, I’ll 
often direct students to other sections and essays in this book for assignments like New Script Reports and 
the Global Dramaturgy Presentation. Students may want to print and/or download certain essays during the 
semester so they can access them without an Internet connection.  

Two Additional Expenditures: Printing/Copying and Tickets 

The two requires textbooks for this course should cost students less than $10 each. However, there are two 
other possible expenses in the course. First, students will need to print and photocopy materials for their 
peers for the New Script Reports, Casebooks, and other assignments. Second, students will be required to 
attend two live productions: FSU School of Theatre’s Ragtime (Feb 13-March 1) and FSU College of Music’s 
The Rake’s Progress (Mar 26-29). BA and BFA students in the School of Theatre are required to see Ragtime 
and pay for their tickets via their student fees. Tickets to The Rake’s Progress are $10 for FSU students with ID. 
Note that the College of Music’s Box Office does not reopen for spring semester until January 12th.  
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Blackboard Postings and FSU Database Access 

Whenever a play or contextual reading is not in one of the required or digital textbooks, it will be provided via 
Blackboard or may be accessed through the Drama Online, North American Theatre, or On the Boards 
databases. All Blackboard readings for the semester will be posted by Friday, January 9th. We will take a look 
at these databases in class together, but I strongly recommend that you avail yourselves of them often, not 
just for this course, but also throughout your careers at FSU. These are terrific resources with a very 
impressive list of materials.  

Playtexts 

As a part of the Global Dramaturgy Presentations and New Script Reports, students will be reading many 
other plays individually. However, we’ll examine these texts together as a class: 

• The Seagull, Anton Chekhov 
• Vanya and Sonia and Masha and Spike, Christopher Durang 
• Stupid Fucking Bird, Aaron Posner 
• Learn to be Latina, Enrique Urueta 
• The Hyacinth Macaw, Mac Wellman 

Theoretical and Historical Readings      

• Bartley, Sean. “Here and Now: The Problem of Regional Co-Productions” 
• Bogart, Anne and Gay, Jackson. “The Art of Collaboration: On Dramaturgy and Directing”(*) [213] 
• Bouko, Catherine. “Dramaturgy and the Immersive Theatre Experience”(*) [459] 
• Carl, Polly K. “The Kilroys Were Here: Moving Female Playwrights Into Production” 
• Carlson, Andrew Ian. “Thinking Like an Actor: A Guide for the Production Dramaturg”(*) [317] 
• Cerniglia, Ken. “Dramaturgical Leadership and the Politics of Appeal in Commercial Theatre” (*) 

[230] 
• Combs, Marianne. “Guthrie Theater’s Debt to Women and Diversity”(*) [256] 
• Copeland, David. “Ten Dramaturgical Myths” 
• Chemers, Michael. “What the #$%@ Is a Dramaturg” and “Historicizing Dramaturgy” 
• Dean, Tanya. “Digital Engagement: Strategies for Online Dramaturgy”(*) [500] 
• Dubliner, Julie Felise. “The Dramaturg’s Role in Diversity and Audience Development”(*) [251] 
• Fuchs, Elinor. “EF’s Visit to a Small Planet: Some Questions to Ask a Play”(*) [403] 
• Green-Rodgers, Martine Kei. “Talkbacks for ‘Sensitive Subject Matter’ Productions: The Theory and 

Practice”(*) [490] 
• Kanter, Jodi. “Talkbacks: Asking Good Discussion Questions”(*) [484] 
• Katz, Leon. “The Compleat Dramaturg” 
• The Kilroys. “About the List” and “The Top 46” 
• Lester, Gideon. “Dramaturgs as Artistic Leaders” (*) [225] 
• Nelson, Richard. “Thanks, But No Thanks” 
• Overmeyer, Eric et al. “How to Talk to a Playwright: Panel Discussion” 
• Rasor, Katie. “Dramaturg as Public Relations Manager.”(*) [479] 
• Rebeck, Theresa. “Is Your Play a Virgin?” 
• Schechter, Joel. “In the Beginning There Was Lessing…” 
• Sellar, Tom. “The Dramaturg as Globalist” (*) [113] 
• Sobel, Edward. “Season Planning: Challenges and Opportunities”(*) [245] 
• Stankiewicz, Teresa. “Who is the Dramaturg in Devised Theatre?”(*) [192] 
• Thomas, Laronika. “Digital Dramaturgy and Digital Dramaturgs”(*) [506] 
• Todorut, Ilinca. “Dramaturgies for the Digital Age”(*) [495] 
• Valencia, Robert. “A Method for Musical Theatre Dramaturgy”(*) [342] 
• Warner, Vessela S. “Borderless Dramaturgy in Dance Theatre”(*) [348] 
• Weisfeld, Miriam. “Framing the Theatrical Experience: Lobby Displays”(*) [472] 
• Wellman, Mac. “The Theatre of Good Intentions” 
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• Zuckerberg, Randi. “Can Technology Save Theatre? Tweet Seats, YouTube Auditions, and Facebook 
Backstage?”(*) [512] 

Filmed Performances (Screened in Class) 

• Seagull (Thinking of You), Tina Slatter (also available via ontheboards.tv) 
• Café Müller, Pina Bausch 

Expectations for Reading 

A professional Dramaturg or Literary Manager typically spends more time and energy reading than anyone 
one else employed by their theater. Indeed, a successful dramaturg must devote significant attention to 
reading in order to stay current with new playwrights, plays, and conversations in the field. Keeping up to 
date with the reading and coming to class with questions, comments, and observations on each reading are 
absolutely essential. This course is founded on both group and individual textual analysis; failure to come to 
class prepared to explore the reading is not simply frustrating for the instructor, but unfair to your colleagues 
in the course. All students are required to bring the texts that we read for the day to class. No 
exceptions. Failure to keep up on the reading will affect not only a student’s quiz grades, but also their final 
Attendance and Participation grades.  

Course Content 

During the semester, we may encounter moments in the plays that surprise, shock, and perhaps even offend 
you. This is not a side effect of the syllabus design, but a necessary feature: in order to present dramaturgical 
concepts and dramatic works from various historical, stylistic, geographic, and structural perspectives, I have 
deliberately included works that will take your far outside the circumstances of your own lives and 
experiences. If some of this material is so offensive to you that it negatively affects your ability to learn, you are 
encouraged to take another course to satisfy this requirement. If you have any questions or concerns about this 
issue, please see me during the add/drop period.  

Grade Breakdown 

25%: Production Casebook 

20%: Evidence Into Action Casebook 

5%: Script Reports 

15%: Attendance and Participation 

15%: Quizzes 

5%: Ragtime Lobby Displays 

15%:  Global Dramaturgy Presentations 

 

Grading Scale (FSU does not award an A+ grade): 

A = 93-100 A- = 90-92 B+ = 89-89 B= 83-86 B- = 80-82 C+ = 77-79 

C = 73-76 C- = 70-72 D+ = 67-69 D = 63-66 D- = 60-62 F = <59 

Required Assignments 

Quizzes 

Students can expect an extremely brief (3 or 5 question) quiz on most days when a reading is due. All 
questions will be short-format (multiple choice, true/false, short answer, quote identification, matching). 
When quizzing on plays I will often ask about key images or relationships rather than plot points, designing 
the quizzes so that reading an online synopsis of the play will not prove helpful. With other readings, I may 
ask students to synthesize the author’s argument or recall some of the examples and case studies in the piece. 
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These quizzes are designed to keep students up-to-date on the reading, a paramount concern in this course. 
They will begin promptly at 2:00pm and will be quite short, so tardy students may miss the opportunity to 
take the quiz. They will be graded on a pass/fail basis rather than numerically. Students who correctly answer 
most of the questions (and, therefore, demonstrate a thorough reading of the text) will receive a “pass.”  

Casebooks  

Casebooks are widely utilized in the field of production dramaturgy to aid work on contemporary plays and 
classics alike. Students in this course will complete two casebooks:  

• PRODUCTION CASEBOOK- A casebook designed to assist a production of a classical or 
contemporary script. Students will be able to select their own texts pending my approval. Scripts 
must be approved by Thursday, January 15th. Only one student in the class may select a given play. 
First come, first served. Students are encouraged, but not required, to select a play they might 
hypothetically work on as a production dramaturg. FSU School of Theatre productions for the 2015-
2016 season, FSU Black Actors Guild, and FSU Student Theatre Association productions might make 
excellent sources for plays. I’ll also be happy to recommend texts by request. Students must meet 
with the instructor to discuss their casebook “tabs” by Tuesday, February 10th. Production Casebook 
Presentations begin Thursday, February 19th.  
 

• EVIDENCE INTO ACTION CASEBOOK- In this assignment, students will begin not with a play, but 
with a current event, social issue, or topic of cultural or historical conversation. The subject need not 
strictly come from the field of performance. Rather than researching an existing text, students will 
produce resources that could facilitate the development of a new theatrical work based upon their 
chosen subject. Students must have their subjects chosen by Tuesday, March 17th. Students must meet 
with the instructor to discuss their casebook “tabs” by Thursday, April 2nd. Evidence Into Action 
Casebook Presentations are Monday, April 11th.  
 

A detailed assignment prompt and grading rubric are posted to Blackboard. Example casebooks will be 
shared with the class prior to the assignment deadlines. Though it will take us two class periods to present 
each of these casebooks, all students must be prepared to present on the first class date, listed above.  

The New Scripts Office and Script Reports 

Script Reports, often in strikingly similar formats, are essential documents in many Literary and Artistic 
offices of American institutional theatres. With a constant flow of script submissions and limited time and 
human resources to handle the texts, Literary Managers, Directors of New Play Development, and Artistic 
Directors often are able to read only the script reports for the vast majority of the submissions their theatres 
receive. This makes the quality and accuracy of these reports essential. The class will complete four script 
reports together: The Seagull, Stupid Fucking Bird, Learn to be Latina, and The Hyacinth Macaw. Students will 
also complete one report on another play for the New Scripts Office. Students will select these scripts from an 
approved list by Thursday, January 15th. Crucially, students will select these scripts based only on their 
titles and without knowledge of the plays’ authors, styles, or plots. Students are encouraged not to 
research the authors or production history until after they have written the script reports, just as readers in a 
literary office would be urged to stay impartial while writing. Students will provide hard copy of the script 
report they complete individually for their peers, allowing each student to collect a large set of reports as a 
course resource. The New Scripts Office Presentations will begin Tuesday, March 24th. A sample report is 
posted to Blackboard and report formatting will be discussed in class.  

Ragtime Lobby Displays 

Students will work in pairs on this assignment, helping contextualize the School of Theatre’s production of 
Ragtime for audiences. Students will select a topic that must be approved by the instructor on or before 
Tuesday, January 20th. Students might focus on a particular historical figure, event, social or political issue, or 
artistic movement explored in Ragtime and research it in depth. Students are encouraged to meet with the 
instructor while developing their Lobby Displays. Final Lobby Displays are due Tuesday, February 3rd. A 
detailed assignment prompt and grading rubric are posted to Blackboard.  
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Global Dramaturgy Presentations 

Dramaturgy as a term and a field arrived quite late in the United States and has developed in vastly different 
ways around the world. Working in pairs, students will select a country outside North America, research it, 
and offer the class a formal presentation and a detailed annotated bibliography. This assignment will serve 
two primary functions.  First, groups will explore and describe the roles of dramaturgs in their country and 
the way the term is used there. Second, they will provide an overview of major trends in contemporary 
theater in their chosen nation, referencing major playwrights, producing theaters, ensembles, and directors. 
Groups must have their selected countries approved by Thursday, January 15th and will present starting 
Tuesday, April 21st. Students are encouraged to meet with the instructor throughout the research process. 
While I’m more familiar with some regions than others, I’ll be able to provide resources to each group. A 
detailed assignment prompt and grading rubric are posted to Blackboard. 

Attendance and Tardiness Policies 
This course will rely on discussion, class exercises, and group work. For this format to succeed, you must be 
present and on time. You may miss TWO unexcused class sessions without penalty to your grade. After this, 
fifteen percentage points will be deducted from your Attendance and Participation grade for each absence 
beyond the allotted two. Tardiness is not acceptable. Three late arrivals and/or early exits will equal one 
absence. If you know you will be absent from class, it is your responsibility to notify the instructor 
prior to the absence and turn in any work prior to the start of class time. Excused absences (including 
documented illnesses, religious holy days, official University activities, crises in the immediate family 
[including serious illness of dependent children], call to active military duty or jury duty, and other 
documented crises) must be documented. Students who miss class due to an excused absence must 
contact the instructor to make up missed work (including quizzes) within one week of your return to 
class. All students are responsible for providing their own documentation. I cannot track it down for you. See 
the University Attendance Policy below.  

University and School of Theatre Policies 

University Attendance Policy 

Excused absences include documented illness, deaths in the family and other documented crises, call to active 
military duty or jury duty, religious holy days, and official University activities. These absences will be 
accommodated in a way that does not arbitrarily penalize students who have a valid excuse. Consideration 
will also be given to students whose dependent children experience serious illness. 

Academic Honor Policy 

The Florida State University Academic Honor Policy outlines the University’s expectations for the integrity of 
students’ academic work, the procedures for resolving alleged violations of those expectations, and the rights 
and responsibilities of students and faculty members throughout the process. Students are responsible for 
reading the Academic Honor Policy and for living up to their pledge to “…be honest and truthful and … [to] 
strive for personal and institutional integrity at Florida State University.” (Florida State University Academic 
Honor Policy, found at http://dof.fsu.edu/honorpolicy.htm.) 

Americans With Disabilities Act 

Students with disabilities needing academic accommodation should: (1) register with and provide 
documentation to the Student Disability Resource Center; and (2) bring a letter to the instructor indicating 
the need for accommodation and what type. This should be done during the first week of class. This syllabus 
and other class materials are available in alternative format upon request. For more information about 
services available to FSU students with disabilities, contact the:  

Student Disability Resource Center 

http://dof.fsu.edu/honorpolicy.htm
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874 Traditions Way (850) 644-9566 (voice) 

108 Student Services Building (850) 644-8504 (TDD) 

Florida State University  sdrc@admin.fsu.edu 

Tallahassee, FL 32306-4167 

http://www.disabilitycenter.fsu.edu 

Syllabus Change Policy 

Except for changes that substantially affect implementation of the evaluation (grading) statement, this 
syllabus is a guide for the course and is subject to change with advance notice. Though I may not always be 
able to integrate them into lesson plans, I always encourage and welcome feedback on readings, ideas, and 
sources that could supplement our classroom discussions.  

 

http://www.disabilitycenter.fsu.edu/
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I: Introductions, Definitions, History, and Research 

 Topics and Assignments 
Due 

Class Activities 

Thu, Jan 8 Introductions Introduce Ourselves 

Review Syllabus 

Read Copelin’s “Ten Dramaturgical 
Myths” 

Tue, Jan 13  Review Assignments/What 
is a Dramaturg? 

Read Chemers’ “What the 
#$%@ Is a Dramaturg?” 

Read Katz’s “The Compleat 
Dramaturg” 

Discuss Chemers, Katz readings 

Introduce Course Assignments 

Presentation by Sean “A 
Dramaturg’s Portfolio” 

Thu, Jan 15 A Brief History of 
Dramaturgy 

Read Schechter’s “In the 
Beginning There Was 
Lessing…” 

Read Chemers’ 
“Historicizing Dramaturgy” 

Discuss Schecter, Chemers 
readings 

Select Production Casebooks, 
Global Dramaturgy Presentations, 
New Script Office Plays 

Presentation by Sean “Casebook: 
Much Ado About Nothing” 

II: Production Dramaturgy - Ragtime 
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 Topics and Assignments 
Due 

Class Activities 

Tue, Jan 20 Ragtime 

Read Doctorow’s Ragtime 

 

Discuss Ragtime 

Select Ragtime Lobby Display 
Topics 

Read Valencia’s “A Method for 
Musical Theatre Dramaturgy” 

Thu, Jan 22 Working with Actors and 
Directors 

Read Bogart and Gay’s “The 
Art of Collaboration: On 
Dramaturgy and Directing” 
[213] 

Read Carlson’s “Thinking 
Like an Actor…” [317] 

Discuss Working with Actors and 
Directors 

Discuss Bogart/Gay, Carlson 
Readings 

Special Guest Jeff Paden 

Presentation by Sean “That’s Life” 

Tue, Jan 27 Working with Marketers 
and Arts Managers 

Read Dubliner’s “The 
Dramaturg’s Role…” [251] 

Read Weisfeld’s “Framing 
the Theatrical Experience…” 
[472] 

Read Rasor’s “Dramaturg as 
Public Relations Manager” 
[479] 

Read Kanter’s “Talkbacks: 
Asking Good Discussion 
Questions” [484] 

Read Green-Rogers’ 
“Talkbacks for ‘Sensitive 
Subject Matter’ 
Productions…” [490] 

Discuss Working with Marketers 
and Arts Managers  

Discuss Dubliner, Weisfeld, Rasor, 
Kanter, Green-Rogers Readings 

Special Guests Abigail Langsted 
and Shawn Bolduc 

III: Production Dramaturgy – Texts, Adaptations, and Research  
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 Topics and Assignments 
Due 

Class Activities 

Thu, Jan 29 The Seagull 

Read Chekhov’s The Seagull 

Script Report The Seagull 

Discuss The Seagull 

Explore Alternative Translations 

Tue, Feb 3 The Seagull Continued 

Read Fuchs’ “EF’s Visit to a 
Small Planet…” [403] 

RAGTIME LOBBY 
DISPLAYS DUE 

Discuss The Seagull, Fuchs Reading 

Thu, Feb 5 Vanya and Sonia and Masha 
and Spike 

Read Durang’s Vanya and 
Sonia and Masha and Spike 

Discuss Vanya and Sonia and 
Masha and Spike 

 

Tue, Feb 10 Stupid Fucking Bird 

Read Posner’s Stupid 
Fucking Bird 

Script Report Stupid 
Fucking Bird 

DEADLINE TO MEET WITH 
INSTRUCTOR FOR 
PRODUCTION CASEBOOKS 

Discuss Stupid Fucking Bird  

 

Thu, Feb 12 Learn to be Latina 

Read Urueta’s Learn to be 
Latina 

Script Report Learn to be 
Latina 

Discuss Learn to be Latina 

Tue, Feb 17  Working with Playwrights 
 

Read Overmeyer et al, “How 
To Talk to a Playwright” 

Discuss Overmeyer et al Reading 

Special Skype Guest Enrique 
Urueta 

 

Thu, Feb 19 

Production Casebooks I Present Production Casebooks 
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Tue, Feb 24 Production Casebooks II Present Production Casebooks 

Thu, Feb 26 Preshow Lectures I Present Preshow Lectures 

Tue, Mar 3 Preshow Lectures II Present Preshow Lectures 

Presentation by Sean “Casebook: 
Stonewall” 

 

IV: Dramaturgy in the American Institutional Theatre 
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 Topics and Assignments 
Due 

Class Activities 

Thu, Mar 5 Problems in the American 
Institutional Theatre 

Read The Kilroys’ “About 
the List” and “The Top 46” 

Read Carl’s “The Killroys 
Were Here” 

Read Combs’ “Guthrie 
Theater’s Debt to Women…” 
[256] 

Read Rebeck’s “Is Your Play 
a Virgin?” 

Read Nelson’s “Thanks, but 
No Thanks” 

Read Bartley’s “Here and 
Now…” 

Discuss Kilroys, Carl, Combs, 
Rebeck, Nelson, Bartley readings 

Tue, Mar 10 NO CLASS (SPRING 
BREAK) 

 

Thu, Mar 12 NO CLASS (SPRING 
BREAK) 

 

Tue, Mar 17 Working With Artistic 
Leadership 

Read Sobel’s “Season 
Planning…” [245] 

Read Lester’s “Dramaturgs 
as Artistic Leaders” [225] 

Read Cerniglia’s 
“Dramaturgical 
Leadership…” [230] 

DEADLINE FOR APPROVAL 
OF EVIDENCE INTO 
ACTION CASEBOOK 
TOPICS 

Discuss Sobel, Lester, Cerniglia 
Readings 

Explore Season Planning  



39 
 

Thu, Mar 19 Sean In Kansas City for 
MATC Conference 

DUE: NEW SCRIPT 
REPORTS (Turnitin Link 
by 1:00pm) 

Group Meetings for Global 
Dramaturgy Presentations 

Tue, Mar 24 The New Scripts Office I Present New Script Reports 

Thu, Mar 26 The New Scripts Office II Present New Script Reports 

Select Potential FSU SOT Scripts 

Tue, Mar 31 Digital Dramaturgies 

Read Tororut’s 
“Dramturgies for the Digital 
Age” [495] 

Read Dean’s “Digital 
Engagement…” [500] 

Read Thomas’ “Digital 
Dramaturgy and Digital 
Dramaturgs” [506] 

Read Zuckerberg’s “Can 
Technology Save Theatre?...” 
[512] 

Read Bouko’s “Dramaturgy 
and the Immersive Theatre 
Experience” [459] 

Discuss Digital Dramaturgies 

Discuss Tororut, Dean, Thomas, 
Zuckerberg, Bouko Readings 

V: Alternative Dramaturgies 
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 Topics and Assignments 
Due 

Class Activities 

Thu, Apr 2 Opera Dramaturgy: The 
Rake’s Progress 

Review The Rake’s Progress 
Libretto 

DEADLINE FOR MEETINGS 
TO DISCUSS EVIDENCE 
INTO ACTION CASEBOOKS 

Discuss Opera Dramaturgy 

Discuss The Rake’s Progress 

Tue, Apr 7 Dramaturgy for 
Performance Art and 

Devised Theatre I: Seagull 
(Thinking of You) 

Read Stankiewicz’s “Who is 
the Dramaturg in Devised 
Theatre?” [192] 

Watch and Discuss Seagull 
(Thinking of You) 

Discuss Stankiewicz Reading 

Thu, Apr 9 Dramaturgy for 
Performance Art and 

Devised Theatre II: Seagull 
(Thinking of You) 

Watch and Discuss Seagull 
(Thinking of You) 

Tue, Apr 14 The Limits of Textual 
Dramaturgy: The Hyacinth 

Macaw 

Read Wellman’s The 
Hyacinth Macaw 

Read Wellman’s “The 
Theatre of Good Intentions” 

Script Report The Hyacinth 
Macaw 
 

Discuss Wellman Readings 

View Production Images, The 
Hyacinth Macaw 

Thu, Apr 16 Dance Dramaturgy: Café 
Müller 

Read Warner’s “Borderless 
Dramaturgy in Dance 
Theatre” [348] 

Watch and Discuss Café Müller 

Discuss Warner Reading 

VI: Global Dramaturgies 



41 
 

 Topics and Assignments 
Due 

Class Activities 

Tue, Apr 21 Global Dramaturgy 
Presentations I 

Read Sellar’s “The 
Dramaturg as Globalist” 
[113] 

Present Global Dramaturgy 
Presentations 

Discuss Sellar Reading 

Thu, Apr 23 Global Dramaturgy 
Presentations II 

Present Global Dramaturgy 
Presentations 

Mon, Apr 
27 

FINAL EXAM: PRESENT 
EVIDENCE INTO ACTION 

CASEBOOKS 

10:00AM-2:00PM 
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Play Analysis: THE 4303-002 
Fall 2014 (Tuesday and Thursday 9:30-10:45am, FAB 201) 

Instructor Information 
Instructor Email Office Location & Hours 

Sean Bartley smb11c@my.fsu.edu Tuesday and Thursday, 11am-12pm 
FAB 207 

General Information 

Course Description from the University Bulletin 

Line-by-line script examination, analyzing how playwrights of various periods achieved characterization, 
structure, and plotting. Prerequisite for TPP 4310 and THE 4481. 

Course Objectives 

By the end of this course, students will successfully be able to: 

• Critically investigate a wide range of plays from the Western theatre tradition. 
• Connect classical and ancient drama with contemporary work on conceptual, structural, thematic, 

and theoretical levels. 
• Analyze dramatic structure(s) and compare structural/dramaturgical methodologies.  
• Read dramatic texts closely and analyze their linguistic choices in writing. 
• Explore the relationship between page and stage and consider how directors might be informed by 

analysis. 
• Convert evidence into action by realizing a creative application of in-class analyses. 
• Research plays, productions, critics, theorists, and theatrical figures and craft a written argument 

around them. 
• Share analysis, research, and opinion with classmates informally (class conversations), formally 

(Dramaturgical Facilitation), and artistically (Final Presentation).  

Course Materials 

Required Textbook: Wadsworth Anthology of Drama, 6th Edition (IBSN: 9781428288140) 

Many of the plays we will explore in class will come from this edition. Note that while earlier editions and the 
Worthen “Brief Edition” may contain some of these plays, they each lack several of the pieces we will discuss 
(Cloud Nine, for example). Feel free to approach me with any questions or concerns about textbook editions. 

Blackboard Postings and FSU Database Access 

Whenever a play or contextual reading is not in the anthology, it will be provided via Blackboard or may be 
accessed through the Drama Online database. All Blackboard readings for the semester will be posted by 
Wednesday, September 3rd. We will take a look at the Drama Online database in class together, but I strongly 
recommend that you avail yourselves of them often, not just for this course, but also throughout your careers 
at FSU. These are terrific resources with a very impressive list of playwrights and plays.  

Plays 

• The Oresteia: Agamemnon, The Libation Bearers, and The Eumenides, Aeschylus  
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• The Goat, or Who Is Sylvia? Notes Toward a Definition of Tragedy, Edward Albee 
• The Flick, Annie Baker 
• In the Jungle of Cities, Bertolt Brecht (*) 
• The Octoroon, Dion Boucicault  
• Uncle Vanya, Anton Chekhov 
• Cloud Nine, Caryl Churchill (*) 
• Hedda Gabler, Henrik Ibsen (*) 
• Ubu Roi, Alfred Jarry 
• Blasted, Sarah Kane 
• The Method Gun, Kirk Lynn 
• Shopping and Fucking, Mark Ravenhill (*) 
• La Ronde, Arthur Schnitzler 
• Thyestes, Seneca 
• Richard II, William Shakespeare (*) 
• Mr. Burns: A Post-Electric Play, Anne Washburn 

 Theoretical and Historical Readings      

• Judith Butler, selections from Gender Trouble: Feminism and the Subversion of Identity 
• Anne Carson, “Tragedy: A Curious Art Form” (preface to Grief Lessons: Four Plays by Euripedes) 
• Jürgen Habermas, selections from “Modernity – An Incomplete Project” 
• Gotthold Ephraim Lessing, selections from Hamburg Dramaturgy 
• Jean-François Lyotard, selections from The Postmodern Condition 
• Tim Sanford, Letter to Subscribers of Playwright’s Horizons, 3/23/13 
• Ivan Turgenev, “Hamlet and Don Quixote” 
• Tristan Tzara, “Dada Manifesto” 

Expectations for Reading 

We will read roughly a play per week and will supplement these plays with additional short readings. 
Keeping up to date with the reading and coming to class with questions, comments, and observations on each 
reading are absolutely essential. This course is founded on both group and individual play analysis; failure to 
come to class prepared to explore the play is not simply frustrating for the instructor, but unfair to your 
colleagues in the course. All students are required to bring the texts that we read for the day to class. No 
exceptions. Failure to keep up on the reading will affect not only a student’s quiz grades, but also their final 
Attendance and Participation grades.  

Course Content 

During the semester, we may encounter moments in the plays that surprise, shock, and perhaps even offend 
you. This is not a side effect of the syllabus design, but a necessary feature: in order to present plays from 
various historical, stylistic, geographic, and structural perspectives, I have deliberately included works that 
will take your far outside the circumstances of your own lives and experiences. If some of this material is so 
offensive to you that it negatively affects your ability to learn, you are encouraged to take another course to 
satisfy this requirement. If you have any questions or concerns about this issue, please see me during the 
add/drop period.  

Approach to Syllabus Construction 

The primary goal of this syllabus has not been to sequence these plays chronologically, culturally, or 
canonically. Instead, I have grouped the plays into “groupings.” These groupings of plays have strong 
structural, thematic, and/or linguistic similarities that I hope to explore in our classroom discussions. Each 
grouping is accompanied by one or two brief theoretical or historical works. Occasionally, these plays may 
seem like a natural fit: Blasted and Cloud Nine, for example, are plays by writers who were contemporaries. 
More often, however, the plays might be dissonant at first glance: what on earth does Chekhov’s Uncle Vanya 
have to do with a contemporary play like Annie Baker’s The Flick? Not only will we tease out the connections 
between the groupings that I had in mind when structuring the syllabus, but our class discussions will also 
surely find connections that I did not intend. Plays that are not paired together will also frequently resonate 
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with one another: The Oresteia, for example, will very likely come up in our discussion of Ubu Roi. Because we 
will privilege a deep analysis of each individual play before bringing the groupings together, these 
conversations may be brief at times.  

 

Grade Breakdown 

15% Essay One: Close Reading 

15%: Essay Two: Research Essay 

20%: Quizzes 

10%: Attendance and Participation 

20%: Final Presentation 

10%: Dramaturgical Facilitation 

5%:  Plot Bead Diagrams 

5%:  Glossary Project 

 

Grading Scale (FSU does not award an A+ grade): 

A = 93-100 A- = 90-92 B+ = 89-89 B= 83-86 B- = 80-82 C+ = 77-79 

C = 73-76 C- = 70-72 D+ = 67-69 D = 63-66 D- = 60-62 F = <59 

Required Assignments 

Quizzes 

Students can expect an extremely brief, 5-question quiz on most days when a reading is due. All questions will 
be short-format (multiple choice, true/false, short answer, quote identification, matching). I will often ask 
about key images or relationships rather than plot points, designing the quizzes so that reading an online 
synopsis of the play will not prove helpful. These quizzes are designed to keep students up-to-date on the 
reading, a paramount concern in this course. They will begin promptly at 9:30am and will be quite short, so 
tardy students may miss the opportunity to take the quiz. They will be graded on a pass/fail basis rather than 
numerically. Students who answer three of the five questions (and, therefore, demonstrate their reading of 
the text) will receive a “pass.”  

Analytical Essays 

There will be two written essays of 1,500 words or more. Full prompts and grading rubrics are posted to 
Blackboard. We will also devote significant time in class to discussion of essays.  

• Close Reading: due October 14th at 9:30am. At least 1,500 words. A close reading of a speech from 
Richard II.  See Blackboard for a detailed prompt and grading rubric. 

• Research Essay: due November 18th at 2:30pm. Proposals including a research question, a thesis, 
and at least three critical sources due November 4th at 9:30am. At least 2,000 words.  Students will 
employ outside critical sources in a study of a play they have chosen in consultation with the 
instructor. See Blackboard for a detailed prompt and grading rubric and classroom discussion for 
more information on this essay. 

Essays must be submitted by the deadline BOTH in digital format (.doc, .docx, or .rtf only) through the 
Blackboard Turnitin Link and also in hard copy at the beginning of class. I will grade the printed copies, 
but only once the digital plagiarism detection software has searched the files. All essays must be 
submitted in MLA or Chicago format and all quotations must be correctly and comprehensively cited. 
We will discuss citations and attribution further in class.  
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Final Presentation 

Students will work in groups of three to five for this assignment. The final presentation will consist of a 
performance, presentation, or demonstration of the group’s choosing. Each presentation will last 
approximately fifteen minutes. See Blackboard for detailed grading guidelines. Groups may select a play we 
have read or, with prior approval from the instructor, another play of their choosing. Some examples of 
presentation choices are: a stylized performance of a scene from a play, a discussion/power-point of a 
director’s concept for a play, an acting exercise concerning one of the plays, a musical adaptation of a scene 
from a play, an artistic restructuring or adaptation of a play we’ve read, etc. These are just a few ideas. Groups 
must have their initial ideas approved by the instructor by October 28th. While one class session will be 
devoted to rehearsals, these presentations will involve a significant amount of outside group work. Groups 
are encouraged to discuss their progress with me frequently via email and in office hours.  

Dramaturgical Facilitation 

Each student will present a ten-minute contextualization of a play for their colleagues. These presentations 
may include information on historical production techniques, a profile of the playwright, cultural context, and 
details on notable productions. Facilitations will include a visual component (handouts, Powerpoints, and 
Prezis are helpful, but are not the only options) and students will provide their classmates with an annotated 
bibliography of at least ten sources. Students must meet with me to discuss their approach to this facilitation 
at least 72 hours before they present and must submit their annotated bibliographies through Turnitin at 
least 24 hours before they present. I’ll make hard copies of the annotated bibliographies for the class. Like the 
plays themselves, these presentations will likely vary in form and content and will be structured in our 
meetings. Just like a scene study in an acting class, I’ll expect students to have rehearsed and have a sense of 
how they wish to approach the discussion. “Winging it” alongside a Powerpoint will have a negative impact 
upon the grade for this assignment. See Blackboard for a detailed prompt, example materials, and a grading 
rubric.  

Plot Bead Diagrams 

Often found in the literary and artistic offices of American institutional theatres, plot bead diagrams are 
frequently used by dramaturgs, directors, and artistic directors when exploring both classical and 
contemporary plays. Designed to visually and succinctly describe and explore the structure of a play, these 
diagrams will encourage students to think about plays structurally before class begins. Because they describe 
the action of each scene in a succinct sentence featuring active verbs, they are a valuable writing exercise and 
also can inform an actor’s analysis of the scene. Each student will submit five diagrams (Thyestes, Richard II, 
In the Jungle of Cities, Cloud Nine, Hedda Gabler) in hard copy at the beginning of class. As I will provide 
detailed feedback on the diagrams, I will expect students to interpolate my notes and suggestions into 
subsequent diagrams. We will explore the techniques behind these diagrams in class and examples will be 
posted to Blackboard.  

Glossary Project 

Students will research and develop a glossary on a play of their choosing. Again, this research will not be 
shared in class as a presentation, but your work on the topic will aid in our discussion of the plays. Your 
glossary should cover all terms in need of explication. Glossaries are due through Turnitin at least 24 hours 
prior to class. I will make hard copies for students.  

Attendance and Tardiness Policies 
This course will rely on discussion, class exercises, and group work. For this format to succeed, you must be 
present and on time. You may miss TWO unexcused class sessions without penalty to your grade. After this, 
ten percentage points will be deducted from your Attendance and Participation grade for each absence 
beyond the allotted two. Tardiness is not acceptable. Three late arrivals and/or early exits will equal one 
absence. If you know you will be absent from class, it is your responsibility to notify the instructor 
prior to the absence and turn in any work prior to the start of class time. Excused absences (including 
documented illnesses, religious holy days, official University activities, crises in the immediate family 
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[including serious illness of dependent children], call to active military duty or jury duty, and other 
documented crises) must be documented. Students who miss class due to an excused absence must 
contact the instructor to make up missed work (including quizzes) within one week of your return to 
class. All students are responsible for providing their own documentation. I cannot track it down for you. See 
the University Attendance Policy below.  

University and School of Theatre Policies 

University Attendance Policy 

Excused absences include documented illness, deaths in the family and other documented crises, call to active 
military duty or jury duty, religious holy days, and official University activities. These absences will be 
accommodated in a way that does not arbitrarily penalize students who have a valid excuse. Consideration 
will also be given to students whose dependent children experience serious illness. 

Academic Honor Policy 

The Florida State University Academic Honor Policy outlines the University’s expectations for the integrity of 
students’ academic work, the procedures for resolving alleged violations of those expectations, and the rights 
and responsibilities of students and faculty members throughout the process. Students are responsible for 
reading the Academic Honor Policy and for living up to their pledge to “…be honest and truthful and … [to] 
strive for personal and institutional integrity at Florida State University.” (Florida State University Academic 
Honor Policy, found at http://dof.fsu.edu/honorpolicy.htm.) 

Americans With Disabilities Act 

Students with disabilities needing academic accommodation should: (1) register with and provide 
documentation to the Student Disability Resource Center; and (2) bring a letter to the instructor indicating 
the need for accommodation and what type. This should be done during the first week of class. This syllabus 
and other class materials are available in alternative format upon request. For more information about 
services available to FSU students with disabilities, contact the:  

Student Disability Resource Center 

874 Traditions Way (850) 644-9566 (voice) 

108 Student Services Building (850) 644-8504 (TDD) 

Florida State University  sdrc@admin.fsu.edu 

Tallahassee, FL 32306-4167 

http://www.disabilitycenter.fsu.edu 

Syllabus Change Policy 

Except for changes that substantially affect implementation of the evaluation (grading) statement, this 
syllabus is a guide for the course and is subject to change with advance notice. Though I may not always be 
able to integrate them into lesson plans, I always encourage and welcome feedback on readings, ideas, and 
sources that could supplement our classroom discussions.  

 

http://dof.fsu.edu/honorpolicy.htm
http://www.disabilitycenter.fsu.edu/
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Introductions, Definitions, and Research 

 Assignments Due Class Activities 

Tue, Aug 26  Introduce ourselves 

Review Syllabus 

Choose Dramaturgical 
Presentations and Glossary 
Projects 

Read Spurt of Blood together in 
class 

Thu, Aug 28   Choose Final Presentation groups, 
plays 

Explore Plot Bead Diagrams 

Discuss research techniques 

I: Tragic Structures (The Oresteia and Thyestes) 

 Assignments Due Class Activities 

Tue, Sep 2 Read Aeschylus’ 
Agamemnon 

Discuss Agamemnon 

Facilitation The Oresteia 

Glossary Agamemnon 

Thu, Sep 4 Read Aeschylus’ The 
Libation Bearers 

Discuss The Libation Bearers  

Glossary The Libation Bearers 

Tue, Sep 9 Read Aeschylus’ The 
Eumenides 

Discuss The Eumenides  

Glossary The Eumenides 

Thu, Sep 11  Read Seneca’s Thyestes Discuss Thyestes 

Facilitation Thyestes  

Glossary Thyestes 

Tue, Sep 16 Read: Carson Selections 

Plot Bead Diagram 
Thyestes 

 

Discuss Thyestes, The Oresteia 

 

II: Comic Structures (Ubu Roi and The Goat, or Who is Sylvia? Notes Toward a Definition of 
Tragedy) 
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 Assignments Due Class Activities 

Thu, Sep 18 Read Ubu Roi 

Read Tzara Selections 

Discuss Ubu Roi, Historical Avant-
Gardes 

Facilitation Ubu Roi 

Glossary Ubu Roi 

Read A Nativity Play 

Tue, Sep 23 Read The Goat Discuss The Goat 

Facilitation The Goat 

Glossary The Goat 

III: Chiasmatic Structures and Masculine Parables for Power (Richard II and In the Jungle of 
Cities) 

 Assignments Due Class Activities 

Thu, Sep 25 Read Richard II (Acts I and 
II) 

Discuss Richard II 

Facilitation Richard II 

Tue, Sep 30 Read Richard II (Acts III, IV, 
and V) 

Plot Bead Diagram Richard 
II 

Discuss Richard II  

 

Thu, Oct 2 Read In The Jungle of Cities Discuss In The Jungle of Cities 

Facilitation In The Jungle of Cities 

Glossary In The Jungle of Cities 

Tue, Oct 7  Read Lessing selections 

Plot Bead Diagram In The 
Jungle of Cities 

Discuss In The Jungle of Cities, 
Richard II 

IV: Dramatic Action, Inaction, and Narration (Uncle Vanya and The Flick) 
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 Assignments Due Class Activities 

Thu, Oct 9 Read Uncle Vanya 

 

Discuss Uncle Vanya  

Facilitation Uncle Vanya 

Glossary Uncle Vanya 

Tue, Oct 14 CLOSE READING DUE Discuss Uncle Vanya 

 

Thu, Oct 16 Read The Flick 

Read Sanford letter 

Discuss The Flick 

Facilitation The Flick 

V: Dual and Destructive Dramaturgies (Cloud Nine, Blasted, and Shopping and Fucking) 

 Assignments Due Class Activities 

Tue, Oct 21 Read Cloud Nine 

 

Discuss Cloud Nine 

Facilitation Cloud Nine  

Glossary Cloud Nine 

Thu, Oct 23 Plot Bead Diagram Cloud 
Nine 

Discuss Cloud Nine 

Tue, Oct 28 Read Blasted 

Deadline Meet to discuss 
Final Presentation 

Discuss Blasted 

Facilitation Blasted 

Glossary Blasted 

Thu, Oct 30 Read Shopping and Fucking Discuss Shopping and Fucking, 
Blasted, Cloud Nine 

Facilitation Shopping and Fucking 

Glossary Shopping and Fucking 

VI: Melodrama, Modernism, and Modernity (The Octoroon, La Ronde, Hedda Gabler) 
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 Assignments Due Class Activities 

Tue, Nov 4 Read The Octoroon 

RESEARCH ESSAY 
PROPOSAL DUE 

Discuss The Octoroon 

Facilitation The Octoroon 

Glossary The Octoroon 

Thu, Nov 6 Read La Ronde Discuss La Ronde 

Facilitation La Ronde 

Glossary La Ronde 

Watch Selections from Ophüls and 
Vadim’s La Ronde films 

Tue, Nov 11 NO CLASS (VETERAN’S 
DAY) 

 

Thu, Nov 13  Read Hedda Gabler 

Plot Bead Diagram Hedda 
Gabler 

Discuss Hedda Gabler 

Facilitation Hedda Gabler 

Glossary Hedda Gabler 

Tue, Nov 18 RESEARCH ESSAY DUE 

Read Habermas selections 

Discuss Hedda Gabler, La Ronde, 
The Octoroon 

Thu, Nov 20  In-Class Rehearsals for Final 
Presentation (Sean at ASTR 
Conference in Baltimore) 

VII: Postmodernism, Postmodernity, and Production (Mr. Burns: A Post-Electric Play and The 
Method Gun) 
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 Assignments Due Class Activities 

Tue, Nov 25  Read Mr. Burns 

 

Discuss Mr. Burns 

Facilitation Mr. Burns 

 

Thu, Nov 27  NO CLASS: THANKSGIVING 

Tue, Dec 2 Read: The Method Gun Discuss The Method Gun 

Glossary The Method Gun 

Watch  Selections, The Method Gun 

Thu, Dec 4  Discuss The Method Gun 

Watch  Selections, The Method Gun  

Wed, Dec 
19 

FINAL PRESENTATIONS 
(7:30-9:30am) 

 

 

 

 

 

 

 

 

 

 



52 
 

 
THE-2000 Introduction to Theatre for Non-Majors (3 credit hours) 

Summer Session C 2017 MTWRF 12:30pm-1:45pm (FAB 249) 
Sean Bartley 

Office Hours: MTWR, 1:45-2:00 
Office: FAB 207 Email: smb11c@my.fsu.edu 

 
Course Description: Historical development, basic elements for appreciation and evaluation of 
performances (FSU Undergraduate Bulletin). THE 2000 satisfies the standardized general education 
requirement for Ethics and Social Responsibility / Humanities and Cultural Practice and FSU's 
Multiculturalism Y (Diversity in Western Experience). For students under the former curriculum, 
THE2000 satisfies the Gordon Rule (W) requirement.  
 
Course Explanation: Why is theatre important to our culture and society? How can theatre be used 
as a tool to better understand other cultures both past and present? This course will use those broad 
questions as a basis to explore the basic elements of theatrical productions, technical theatre, 
dramatic structure, and the development of theatre throughout history. Please note: this is a 
writing intensive class and requires a short performance at the end of the session. 
 
Required Texts: 
 
Antigone – Sophocles (Available on Blackboard) 
Fun Home – Lisa Kron, Jeanine Tesori, and Alison Bechdel (IBSN 0573704570) 
The Mountaintop – Katori Hall (IBSN 0822226030) 
Ruined – Lynn Nottage (IBSN 0822223902) 
Vietgone – Qui Nguyen (Available on Blackboard) 
 
Required In-Class Viewings: 
 
Los Vendidos 
Shakespeare Behind Bars 
Theater of War 
 
Course Objectives: 
In this course, you will: 

• Critically assess and analyze theatrical plays and productions by placing them within the 
larger context of western and non-western theatre.  

• Engage with a variety of theatre beyond Broadway—backstage and onstage—particularly 
forms that speak to specific groups within American society.  

• Experience and discuss different types of and approaches to theatrical literature and 
production.  

• Learn how and where to find live theatre wherever you may be and how best to become a 
part of the world of theatre.  

• Investigate the diversity of human experience within Western culture through theatre and 
performance, considering, for example, age, culture, disability, ethnicity, gender, language, 
race, religion, sexual orientation, and social class, and appreciate the contributions of 
different social groups.  

mailto:smb11c@my.fsu.edu
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• Recognize and analyze differences between individuals and groups of people as seen in 
theatrical performances.  

• Identify and explain the potential benefits and/or conflicts arising from human differences 
within the current national and/or international landscape via theatrical performance.  

 
Teaching Philosophy: 
This course is intended to provide a glimpse inside the world of theatre. An introductory course, it is 
geared toward undergraduate non-majors who are interested in creating theatre, watching theatre, or 
just learning more about theatre. In this course, you will have the opportunity to see, read, learn 
about, and create theatre. We will both investigate the fundamental elements of theatre (design, 
acting, directing, and writing) and explore the history and function of theatre through a combination 
of discussions, exercises, and written assignments designed to work in concert with lectures and 
readings. Whether you have a lot of experience with theatre of very little, this class aims to change 
the way you think about theatre. Theatre doesn’t happen in a vacuum; it is informed and altered by 
its audience – just as those who create theatre often hope to inform and alter that audience. 
 
*In this course – and as a key part of the Multicultural Experience credit – I will challenge you to 
experience life from perspectives other than your own. Because of this, some course material will 
likely take you outside of your comfort zone. If some of this material is so offensive to you that it 
negatively affects your ability to learn, I encourage you to take another course to satisfy this General 
Education requirement. If you have concerns about this issue, see me during the add/drop period.  
 
FSU LIBERAL STUDIES STATEMENT:  
The Liberal Studies for the 21st Century Program at Florida State University builds an educational 
foundation that will enable FSU graduates to thrive both intellectually and materially and to support 
themselves, their families, and their communities through a broad and critical engagement with the 
world in which they live and work. Liberal Studies thus offers a transformative experience. This 
course has been approved as meeting the requirements for the Ethics and Social Responsibility / 
Humanities and Cultural Practice and thus is designed to help you become a thoughtful patron of 
and participant in cultural practice. 
 
DIVERSITY IN WESTERN EXPERIENCE (Y):  
This course has also been approved as meeting the Diversity in Western Experience (Y) requirement 
and thus is designed to help you become a culturally conscious participant in a global community. In 
order to satisfy this requirement, students must earn a final grade of C- or above. 
 
GORDON RULE (W):  
FSU's policy reads: "In order to fulfill FSU's Gordon Rule 'W' Designation (writing) credit, the 
student must earn a C- or better in this course, and in order to receive a C- or better in the course, 
the student must earn at least a C- on the required writing assignments for the course. If the student 
does not earn a C- or better on the required writing assignments for the course, the student will not 
earn an overall grade of C- or better in the course, no matter how well the student performs in the 
remaining portion of the course." While we will strive to contact students in danger of failing to 
fulfill the Gordon Rule requirements, it is your responsibility to check your grades regularly so as to 
ensure that your grades satisfy this vital requirement. 
 
Course Expectations: 
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1.) To attend class. This course will rely on discussion, class exercises, and group work. For this 
format to succeed, you must be present and on time. You will receive points for participation and 
attendance in this course. You may miss TWO unexcused class sessions without penalty to your 
grade. After this, 10 points will be deducted from your Attendance and Participation grade for each 
absence beyond the allotted two. Tardiness is not acceptable. Three late arrivals and/or early exits 
will equal one absence. If you know you will be absent from class, it is your responsibility to 
notify the instructor prior to the absence and turn in any work prior to the start of class time. 
Excused absences, which are defined in the University Attendance Policy (page 8) must be 
documented. Only absences covered in the University Attendance may be documented and considered as 
Excused. Athletes must submit official, written documentation for every absence. Students who miss 
class due to an excused absence must contact the instructor to make up missed work (including 
quizzes) within one week of your return to class. All students are responsible for providing their 
own documentation – I cannot track it down for you.  

 
2.) To read the assigned materials. The material we read will provide us with the common 
ground upon which we will base our conversations. Without that common ground, our 
conversations will lose much of their richness. We will have quizzes and in-class writing exercises to 
ensure that you are keeping up with the reading and to help stimulate class discussion.  
 
3.) To be attentive and participate in class. Participation does not simply mean speaking aloud in 
class, although that is essential. Students should participate by actively following discussion and by 
contributing to our session-long conversation through the insights they present in their papers and 
assignments. Other examples of participation include coming prepared to class, asking questions 
that help to clarify the assigned readings, and making thoughtful comments that link the readings to 
outside material (perhaps even from other courses). Examples of activities that detract from that 
atmosphere include arriving late or leaving early, cell phone use, distracting behavior during lectures 
or student presentations, speaking unkindly or disrespectfully to or about anyone in the classroom, 
or expecting special treatment. These activities will not be tolerated, and offenders may be asked to 
leave class or face other disciplinary measures. The use of any and all digital technology (cell 
phones, laptops, tablets, PDAs, music devices, etc.) is prohibited in the classroom at all 
times. When we are discussing a scene from a play that was provided to the students in a digital 
format, I will provide hard copy of the scene or display the relevant passage on the classroom 
projector. Texting, Facebooking, or otherwise using digital technology in class will result in 
an immediate and automatic ten-point deduction from the student’s Attendance and 
Participation grade. When a student pulls out a digital device in class, I reserve the right to take the 
device and return it to the student at the end of class. If you have any concerns with the digital 
technology policy, see the instructor during the add/drop period.  
 
4.) To complete the required assignments in a timely fashion. The assignments provide you 
with both informal and formal opportunities to articulate your responses to the issues we’ll be 
discussing. You will get the most out of the course if you turn in your work on time. If you know 
you will be absent due to school related functions, family events, etc. it is your responsibility 
to make prior arrangements with the instructor. Late assignments are subject to a 10% 
deduction per day. Some assignments, such as the Performance Project, cannot be made up except 
in the case of unanticipated, excused absences. While I appreciate that computer problems happen, 
they are not an acceptable reason for submitting work late and will result in the same 10% per day 
late penalty. All deductions are calculated based upon the possible points for each assignment.  
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Assignments and Grade Breakdown: 
 Grade Breakdown 

• Antigone Production Concept Pitch 10% 

• Ruined or Fun Home Response Paper 25% (Thesis submission = 2.5%) 

• Playwriting Assignment 5% 

• Quizzes 30% 

• Performance Project and Evidence 15% (Performance = 10%, Evidence =  5%) 

• Attendance and Participation 15% 
 
Grading Scale (FSU does not award an A+ grade): 
A = 93-100 A- = 90-92 B+ = 89-89 B= 83-86 B- = 80-82 C+ = 77-79 
C = 73-76 C- = 70-72 D+ = 67-69 D = 63-66 D- = 60-62 F = <59 
 
GRADES In general, grades for written work are administered according to the following criteria: 

A = excellent in all areas. The assignment presents a strong thesis statement, is argued coherently, 
and offers clear evidence to support ideas. Documentation follows correct citation format.  

B = good. The assignment presents a good thesis statement; the argument and evidence are okay, 
but could be stronger. Documentation mostly follows correct citation format.  

C = meets minimum requirements of assignment. The assignment presents a passable thesis 
statement; argument and evidence exist, but are either not convincing or not well articulated. 
Citations often weak.  

D = falls short of minimum requirement, but effort in completing the assignment clearly made. 
Thesis, evidence, and argument either very weak or missing. Citations often ignored.  

F = does not meet minimum requirement in any way.  

Quizzes: 
There will be at least 10 quizzes during the course of the session, which are designed both to ensure 
that students keep up with the assigned reading and reward students for being attentive during class. 
Quizzes will cover either the reading due in class that day, the viewing shown in class, or the lecture 
material and related exercises. On days when reading is due the quiz will take place prior to our class 
discussion. Thus, students should come to class with the reading completed and be prepared to be 
quizzed on the material. Students with unexcused absences are not afforded the opportunity to make 
up a quiz at a later date. Students who miss a quiz due to an excused absence must arrange to 
complete their make up quiz within one week of the date it was originally administered in 
class; those who do not make this deadline forfeit the opportunity to make up missed work. 
  
Performance Projects: 
The Performance Project is a major grade in this class and, as such, requires time, preparation, and 
the presence of all group members on the date of the performance. This project is designed to 
capitalize on the strengths of each individual, whether those skills are creative, scholarly, or 
organizational. The project, like theatre more broadly, relies on collaboration and teamwork. We will 
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choose performance dates together, taking known conflicts into consideration; once these dates are 
chosen – as the old saying goes – “the show must go on.” Performance dates will not be adjusted 
due to a lack of preparation. Only in situations of dire, unexpected, and documented situations will 
entire performances be rescheduled; in most cases, performances will continue with a stand-in. If a 
student is absent on performance day, his/her grade will likely be adversely affected. All students 
will also submit written evidence of their preparation; see Blackboard for specific guidelines on 
production evidence, which varies based on the individual’s role.  
 
Written Assignments: 
There will be one written essay, consisting of a minimum of 1,250 words, but no more than 1500 
words. Due on 7/21, the Response Paper will be an analytical response based upon Ruined or Fun 
Home. Additional instructions and detailed prompts will be presented to students via Blackboard and 
in class. 
 
FSU Gordon Rule Policy: “In order to fulfill FSU’s Gordon rule ‘W’ Designation (writing) credit, 
the student must earn a C- or better in this course, and in order to receive a C- or better in the 
course, the student must earn at least a C- on the required writing assignments for the course. If the 
student does not earn a C- or better on the required writing assignments for the course, the student 
will not earn an overall grade of C- or better in the course, no matter how well the student performs 
in the remaining portion of the course.” 
 
Unless otherwise noted, all assignments must be typed in 12-point Times New Roman or Cambria 
font, double-spaced with 1 inch margins, free of errors, and in correct MLA or Chicago Style; work 
that does not meet these requirements will be penalized. You will be graded on both the content of 
your ideas and the clarity and accuracy of your writing. You will not be allowed to rewrite 
assignments for higher grades, but both I and your TA will comment on drafts submitted at least 
one week before the assignment is due (drafts submitted later than this will be commented on only 
as time permits). You will receive feedback on your final project as portions come in during the 
semester and can revise your final submission accordingly.  
 
Citations and Academic Honesty: 
All information used in your papers must be fully and accurately cited. Plagarism is “the uncredited 
use (both intentional and unintentional) of somebody else’s words or ideas.”1 Failure to cite your 
sources correctly may constitute plagiarism and result in disciplinary action by the university. For 
more information on plagiarism, see Perdue OWL’s “Is it Plagarism Yet?” 
(http://owl.english.purdue/edu/owl/resource/589/02/). For citation guidelines, refer to MLA 
Handbook for Writers of Research Papers by Joseph Gibaldi. If you have concerns about your 
understanding of proper citations, see the instructor before submitting your paper. See 
further information on the Academic Honor Policy below. 
 
Process for Submitting Papers: 
All written assignments, unless otherwise stated, must be submitted through the course Turnitin link 
for plagiarism detection. The Response Paper must be handed in in hard copy AND submitted to 
the Blackboard course link, which will take the paper through Turnitin. The Turnitin system will 

                                                           
1 Kari Stolley and Allen Brizee, “Overview and Contradictions,” Purdue Online Writing Lab, last modified June 2, 2011, 
http://owl.english.purdue.edu/owl/resource/589/01/. 
 

http://owl.english.purdue/edu/owl/resource/589/02/
http://owl.english.purdue.edu/owl/resource/589/01/
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screen for plagiarism, so be certain to cite all quotations and ideas you use in your work (including 
paraphrasing) and include a Works Cited or Bibliography page. Students who have trouble 
submitting an assignment should immediately put a copy into their Blackboard “Assignment 
Backups Journal” and email the instructor. Students are also responsible for ensuring that the 
correct file is submitted. We strongly suggest you name each file something unique so mistakes don’t 
happen. Incorrect file submissions will receive no special consideration during grading. 
 
Grade-Change Policy for Assignments: 
All grades are final, unless you sincerely believe an error has been made. In that case, please submit a 
written explanation (no longer than one page) to the instructor within one week of receiving your 
grade for a particular assignment, detailing the reasons why you think an error or misjudgment has 
been made. Your work will be reevaluated, but bear in mind that additional problems not noticed on 
first reading may be found. It is therefore possible that you may end up with a lower grade rather 
than a higher one. Please do not submit a written explanation as an initial reaction to a low grade; 
you must take a 48-hour time period to consider your options before challenging your grade. It is far 
too easy to fire off a casual e-mail to an instructor, which may have unintended results.  
 
Other Grading Issues: 
Please keep a copy of all returned assignments for record keeping purposes until final grades are 
submitted. It is the student’s responsibility to inform the instructor if there is an issue with a 
recorded grade. 
 
Contacting the Instructor:  

It is important that students and instructors address each other in a professional and polite manner. 
Therefore, it is imperative that all forms of written communication include a full name, a subject 
line, an opening greeting, proper grammar, a closing and signature. If you need to discuss class 
related issues with the instructor, you may either: visit during the office hours listed at the top of the 
syllabus, make an appointment or e-mail your question to smb11c@my.fsu.edu. Please only use 
your campus e-mail to contact the instructor. 

Blackboard & The Internet: 

Blackboard plays a major role in the overall course. Blackboard will contain announcements, 
assignments, and many other items. Students must check their official university email accounts and 
the course Blackboard site daily. I strongly encourage you to check this site the night before class 
sessions for important announcements and reminders. 

Copyright Statement: 

Many of the required materials in this course are copyrighted. While you have had to purchase the 
plays, it is important to note that readings, viewings, lectures, and other information available on the 
course Blackboard site and accompanying sites are copyrighted. The posted materials are available to 
students registered for this course in compliance with the provisions of the Teach Act, and may not 
be retained beyond this semester or distributed to anyone outside of this course. 

University/School of Theatre Policies: 

mailto:smb11c@my.fsu.edu
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Religious Observance Policy: 

The University's policy on religious holidays provides that students shall be given an opportunity, 
whenever feasible, to make up within a reasonable time any academic assignment that is missed 
because of individual participation in religious observances. Students have the responsibility to 
inform the instructor of any intended absences for religious observances by the end of the second 
week of class, and must complete assignments by their deadline. 

Academic Honor Policy: 

The Florida State University Academic Honor Policy outlines the University’s expectations for the 
integrity of students’ academic work, the procedures for resolving alleged violations of those 
expectations, and the rights and responsibilities of students and faculty members throughout the 
process. Students are responsible for reading the Academic Honor Policy and for living up to their 
pledge to “. . . be honest and truthful and . . . [to] strive for personal and institutional integrity at 
Florida State University.” (FSU Academic Honor Policy, http://dof.fsu.edu/honorpolicy.htm.) We 
are all bound by the policies and procedures set forth in this document. Unless specifically stated 
otherwise, all work completed in this class must be done individually and should be entirely original. 
Any words or ideas derived from outside materials (including books, journals, websites, and any 
other published material) – no matter how much or how little material is used – must use proper 
citations. We reserve the right to use all means at our disposal to combat academic dishonesty. All 
work submitted in this course, including papers, assignments, projects, and extra credit, is subject to 
this policy. 

University Attendance Policy:  

Excused absences include documented illness, deaths in the family and other documented crises, call 
to active military duty or jury duty, religious holy days, and official University activities. These 
absences will be accommodated in a way that does not arbitrarily penalize students who have a valid 
excuse. Consideration will also be given to students whose dependent children experience serious 
illness.  

Americans with Disabilities Act: 

Students with disabilities needing academic accommodation should: (1) register with and provide 
documentation to the Student Disability Resource Center; and (2) bring a letter to the instructor 
indicating the need for accommodation and what type. This should be done during the first week of 
class. This syllabus and other class materials are available in alternative format upon request. For 
more information about services available to FSU students with disabilities, contact: Student 
Disability Resource Center, 874 Traditions Way, 108 Student Services Building, Florida State 
University, Tallahassee, FL 32306-4167; (850) 644-9566 (voice); (850) 644-8504 (TDD); 
sdrc@admin.fsu.edu; http://www.disabilitycenter.fsu.edu/ 

Syllabus Change Policy: 

Except for changes that substantially affect implementation of the evaluation (grading) statement, 
this syllabus is a guide for the course and is subject to change with advance notice. 

Instructional Recording Technology & Distribution Policy (School of Theatre): 
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Recording technology is often used to further students’ education in theatre courses. Faculty have relied upon 
these methods to further the students’ educational experience and by extension to enhance their classroom 
effectiveness. This policy is not intended to interfere with that practice. The purpose of this policy is to 
protect both student and faculty privacy. The use of recording devices, including those brought by students in 
any School of Theatre classroom or performances space/location, is at the discretion of the classroom 
instructor. Items in this category include, but are not limited to, camcorders, cameras, cellular phones, and 
audio recorders. Any device that stores video, audio, or still images is subject to this policy. Beyond 
permission of the instructor to utilize recording technology for any course content or activities, written 
permission must be obtained from all individuals to be recorded by filling out SOT Record/Tech forms. The 
School of Theatre at Florida State University policy mandates that no recorded image (still, moving, or audio) 
may be distributed in any way without express written permission of all individuals presented on an image or 
sound to be distributed. This applies to all formats of distribution including, but not limited to, print, digital, 
and analog. All violations will be reported to the Associate Dean of Academic and Student Services in the 
School of Theatre, who will retain records of all violations. Students found to be in violation of the policy a 
second time will be subject to sanctions beyond those associated with the class, and will be referred to the 
Office of Student Rights and Responsibilities and subject to further University sanctions. This policy does not 
supercede any Federal, State, Local, or Institutional policy regarding recording or distribution of materials. It 
applies solely to instructors and students in School of Theatre courses. Furthermore, it should not be implied 
that permission to record and/or distribute material from classes extends to the content presented. 

 
 

Week  Date  In-Class Activities  Assignment Due 

    

Week 1 June 26  Syllabus/Introductions/What is Theater?  

 June 27 
Playwriting and Dramatic Structure/ 
Introduce Playwriting Assignment 

Syllabus Quiz (open notes) 

 June 28 Acting/Assign Performance Projects  

 June 29 Design  

 June 30 
Directing/ Introduce Production Concept 
Pitch 

Lecture Quiz 

    

Week 2 July 3 Greek and Roman Drama 
Playwriting Assignment and 
Performance Project Play 
Selections Due 

 July 4  NO CLASS – HAPPY 4th!  

 July 5 Antigone Antigone – Quiz 
 July 6 African and African American Drama  

 July 7  Ruined  Ruined – Quiz 

    

Week 3 July 10 American Theater History  
Production Concept Pitch 
Due 

  July 11  The American Musical 
Lecture Quiz – American 
Theater History 

  July 12  Fun Home /Introduce Response Paper Fun Home – Quiz 

  July 13 20th Century Europe and Theater of War  

  July 14  Theater of War Continued Theater of War – Quiz 
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Week 4  July 17 Asian and Asian-American Theatre  Response Paper Thesis Due 

  July 18  Vietgone and Los Vendidos Vietgone – Quiz 
 July 19 Los Vendidos and Ambulatory Theatre Los Vendidos – Quiz 

  July 20 Performance Art and The Avant-Garde   

  July 21 Theatre Today Response Paper Due 

    

Week 5  July 24  In-Class Performance Project Rehearsals  

  July 25  The Mountaintop – Quiz The Mountaintop – Quiz 

  July 26 Shakespeare Behind Bars  

  July 27  Shakespeare Behind Bars and Discussion Shakespeare Behind Bars – Quiz 
 July 28 Theatre in Tallahassee  

    

Week 6  July 31  Performance Project Presentations 
Performance Evidence Due 
on Day of Performance 

 August 1  Performance Project Presentations 
Response Paper Revisions (if 
completed) Due 

 August 2  Performance Project Presentations  

 August 3 Performance Project Presentations  

 August 4 Performance Project Presentations Evaluations Due 
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Theories and Practices of Site-Specific Performance  
THE 4935-0004 
Fall 2015 (Tuesday and Thursday 2:00-3:15pm, FAB 205) 

Instructor Information 
Instructor Email Office Location & Hours 

Sean Bartley smb11c@my.fsu.edu Tuesdays and Thursdays, 8:30-9:30am, FAB 207 

General Information 

Course Objectives and Teaching Philosophy 

“Site-Specific has itself become usurped into mainstream marketing lingo: a promotional catchword and trendy signifier 
for innovation and pseudo-alternative experiences that promise to jolt audiences, to shake them up, so to speak, in ‘new’ 
or ‘found’ spaces.” –Bertie Ferdman, “A New Journey Through Other Spaces: Contemporary Performance Beyond ‘Site-

Specific’” 

Performances have engaged with specific outdoor sites and locations throughout Western theatre history. 
When Athenian audiences sat at the Festival Dionysia and watched tragedies in the fifth century B.C.E., they 
gazed beyond the stage at the very sea that the characters in the plays so often sailed, heading towards or 
returning from war. In the Wakefield Cycle and many other medieval pageant plays, city streets and town 
squares were not simply a backdrop to the Biblical stories, but rather allowed the community to literally and 
locationally insert themselves into the passages. These critical turning points in the Bible were, once a year, 
happening not just in places like these towns, but in the very communities themselves. When Allan Kaprow 
first experimented with his Happenings in the early 1960s, situating the events in urban and natural 
environments outside performance spaces and museums was key to his theoretical and artistic methodology. 
Though discourse surrounding site-specificity in performance has exploded recently, the urge to stage 
performances in geographically and culturally significant real-life locales is old hat. 

This course has three major movements. First, we’ll define site-specific, immersive, and ambulatory 
performances and situate them historically, placing them within traditions of both visual and performing arts. 
Next, we’ll explore the breadth of contemporary performances that interrogate and utilize site, examining 
both performance documentation and theory. Finally, we’ll try our hands at creating mediated and 
conceptualized site performances of our own. Along the way, we’ll use the writing techniques of the 
historians and scholars we are studying to develop our own writing methodologies towards contemporary 
performance.  

By the end of this course, students will successfully be able to: 

• Critically investigate site-specific performance and a wide range of related pieces, exploring not just 
their forms and conventions, but also their historical, social, political, artistic, and cultural contexts. 

• Write about live performance in a wide range of authorial voices and using multiple methodologies. 
• Present their research and analysis in multiple formats and for a range of audiences, sharing their 

work in writing and in formal oral presentations.  
• Discuss expansive new definitions for theatre and performance more generally. 
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Course Materials 

Required Textbook: One Place After Another (Site-Specific Art and Locational Identity, by Miwon Kwon (IBSN: 
9780262112659) 

Kwon’s book focuses on the visual arts and environmental sculpture, but is an invaluable resource for 
students and scholars of performance. We’ll use her chapters to contextualize and background our 
discussions of major land artists, but we’ll also use her writing style as a possible model for our own writing 
assignments. 

Required Textbook: Site-Specific Performance by Mike Pearson (IBSN: 9780230576711)  

Mike Pearson’s strength as a theorist comes from his experience as a practitioner. As the founding director of 
both Cardiff Laboratory Theatre and Brith Gof. Site-Specific Performance uses his own installations as case 
studies for his theoretic outlook. I’ve assigned two lengthy sections, but encourage students to read the rest of 
this approachable book.  

Performance Documentation 

Site-specific and environmental performances often exist without a dramatic text and can be highly 
ephemeral. In order to study these works, we’ll rely on video documentation in the public domain, most often 
through YouTube, Vimeo, and Ubu. An up-to-date list of recordings with working URL weblinks is posted to 
Blackboard. It is possible that some of this streaming video may become unavailable during the semester. As 
individual class dates approach, I’ll check the weblinks no later than 72 hours before class. If a video cannot be 
accessed, I’ll adjust our plans accordingly and let students know promptly. 

Blackboard Postings and FSU Database Access 

Whenever a play or contextual reading is not in one of the required texts, it will be provided via Blackboard. 
All Blackboard readings for the semester will be posted by Tuesday, August 25th.  

Recorded and Scripted Performances 

As a part of several class assignments, students will be exploring other performances individually. However, 
we’ll examine these pieces together as a class: 

• Abramovic, Marina. Untitled Performance for LA MOCA Annual Gala, 2011. 
• Anonymous. The Wakefield Cycle 
• Bal-Blank, Pierre. Working Contract 
• Banksy. Dismaland 
• Blast Theory. A Machine to See With. 
• Brith Gof. Select Performances. 
• Burden, Chris. Select Performances. 
• Cardiff, Janet. Alter Banhoff Video Walk 
• Cardiff Laboratory Theatre. Select Performances. 
• Christo and Jean-Claude. The Gates 
• Gob Squad. The Conversationalist 
• Goldsworthy, Andy. Rivers & Tides 
• Kaprow, Allan. 18 Happenings in 6 Parts 
• Maria, Walter de. The Lightning Field 
• Smithson, Robert. Spiral Jetty 
• Turrell, James. Roden Crater 

Theoretical and Historical Readings      

• Bartley, Sean. “Marketing and Metonymy: Punchdrunk’s Product Performances” 
• Bishop, Claire. “Delegated Performance: Outsourcing Authenticity” 
• Debord, Guy. Society of the Spectacle 
• Dixon, Steve. Digital Performance 
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• Kaprow, Allan. “How to Make a Happening”  
• Maria, Walter de. “The Lightning Field” 
• Marin, Louis. “Utopic Integration (Disneyland)” 
• O’Connor, Mareen. “Kim and Kanye Were ‘Intimate’ At Sexy Naked Theater Thing” 
• Pine II, B. Joseph and James H Gilmore. The Experience Economy 
• Ranciére, Jacques. Dissensus: On Politics and Aesthetics, The Ignorant Schoolmaster 
• Serra, Richard. “Suppression and Liberty: The Tilted Arc Controversy” 
• Solomon, Alisa. “Introduction: A Theory of the Leisure Suit” 
• Tompkins, Joanne. “The ‘Place’ and Practice of Site-Specific Theatre and Performance” 
• Turrell, James. “Mapping Spaces” 
• Wallenberg, Christopher. “To Catch the Conscience of a Nation” 

Expectations for Reading and Viewing 

Keeping up to date with the readings and viewings and coming to class with questions, comments, and 
observations on each assignment are absolutely essential. This course is founded on both group and individual 
analysis; failure to come to class prepared to explore the material is not simply frustrating for the instructor, 
but unfair to your colleagues in the course. All students are required to bring the texts that we read for 
the day to class. No exceptions. Failure to keep up on the reading and viewing will affect not only a 
student’s quiz grades, but also their final Attendance and Participation grades.  

Course Content  

During the semester, we may encounter moments in the plays and performances that surprise, shock, and 
perhaps even offend you. This is not a side effect of the syllabus design, but a necessary feature: in order to 
present performance art from various historical moments alongside contemporary work, I have deliberately 
included works that will take your far outside the circumstances of your own lives and experiences. If some of 
this material is so offensive to you that it negatively affects your ability to learn, you are encouraged to take 
another course to satisfy this requirement. If you have any questions or concerns about this issue, please see 
me during the add/drop period.  

Grade Breakdown 

20%: Attendance and Participation 

20%: Quizzes 

20%: Augmented Reality Performance 

20%:  Augmented Reality Analysis and Presentation 

20%: Final Proposal 

 

Grading Scale (FSU does not award an A+ grade): 

A = 93-100 A- = 90-92 B+ = 89-89 B= 83-86 B- = 80-82 C+ = 77-79 

C = 73-76 C- = 70-72 D+ = 67-69 D = 63-66 D- = 60-62 F = <59 

Required Assignments 

Quizzes 

Students can expect an extremely brief (3 or 5 question) quiz on most days when a reading or viewing is due. 
All questions will be short-format (multiple choice, true/false, short answer, quote identification, matching). 
When quizzing on plays I will often ask about key images or relationships rather than plot points, designing 
the quizzes so that reading an online synopsis of the play will not prove helpful. I may ask for specific details 
or performance conditions when quizzing on recorded performances. With other readings, I may ask students 
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to synthesize the author’s argument or recall some of the examples and case studies in the piece. These 
quizzes are designed to keep students up-to-date on the reading, a paramount concern in this course. They 
will begin promptly at 2:00pm and will be quite short, so tardy students may miss the opportunity to take the 
quiz. They will be graded on a pass/fail basis rather than numerically. Students who correctly answer most of 
the questions (and, therefore, demonstrate a thorough reading of the text) will receive a “pass.”  

Augmented Reality Performance 

We’ll begin the course by looking at Janet Cardiff’s Alter Banhoff Video Walk and exploring the possibilities for 
using Augmented Reality and mobile technology to create site-specific performances. Students will select a 
site on FSU’s campus or in Tallahassee, research that location’s history and topography, and create an original 
smartphone performance for single audience members. Performances will be accompanied by a 1,000 word 
artist statement, modeled on the writings of other practitioners we have studies in the course. An assignment 
prompt and grading rubric are posted to Blackboard. 

Augmented Reality Analysis and Presentation 

After creating their own Augmented Reality Performances, students will be paired together by the instructor. 
After experiencing their partners’ performances, students will react to them in three ways. First, they’ll 
conduct an artist interview with their peer. Next, they’ll create a 1,000-word analysis of the performance. 
Finally, they’ll synthesize their interview and analysis into an eight-minute presentation for the rest of the 
class. An assignment prompt and grading rubric are posted to Blackboard. 

Final Proposal 

Throughout the semester, students will conceptualize a large-scale site-specific or environmental 
performance and discuss their ideas with the instructor and their peers. The final proposal will contain three 
components. First, students will write a 1,000-word critical introduction to their performance. Next, in 
consultation with the instructor, students will create an original visual representation of their conceptualized 
performance. Finally, students will present their proposal to their classmates conceptually. An assignment 
prompt and grading rubric are posted to Blackboard. 

Attendance and Tardiness Policies 
This course will rely on discussion, class exercises, and group work. For this format to succeed, you must be 
present and on time. You may miss ONE unexcused class session without penalty to your grade. After this, 
fifteen percentage points will be deducted from your Attendance and Participation grade for each absence 
beyond the allotted two. Tardiness is not acceptable. Three late arrivals and/or early exits will equal one 
absence. If you know you will be absent from class, it is your responsibility to notify the instructor 
prior to the absence and turn in any work prior to the start of class time. Excused absences (including 
documented illnesses, religious holy days, official University activities, crises in the immediate family 
[including serious illness of dependent children], call to active military duty or jury duty, and other 
documented crises) must be documented. Students who miss class due to an excused absence must 
contact the instructor to make up missed work (including quizzes) within one week of your return to 
class. All students are responsible for providing their own documentation. I will not track it down for you. See 
the University Attendance Policy below.  

University and School of Theatre Policies 

University Attendance Policy 

Excused absences include documented illness, deaths in the family and other documented crises, call to active 
military duty or jury duty, religious holy days, and official University activities. These absences will be 
accommodated in a way that does not arbitrarily penalize students who have a valid excuse. Consideration 
will also be given to students whose dependent children experience serious illness. 
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Academic Honor Policy 

The Florida State University Academic Honor Policy outlines the University’s expectations for the integrity of 
students’ academic work, the procedures for resolving alleged violations of those expectations, and the rights 
and responsibilities of students and faculty members throughout the process. Students are responsible for 
reading the Academic Honor Policy and for living up to their pledge to “…be honest and truthful and … [to] 
strive for personal and institutional integrity at Florida State University.” (Florida State University Academic 
Honor Policy, found at http://dof.fsu.edu/honorpolicy.htm.) 

Americans With Disabilities Act 

Students with disabilities needing academic accommodation should: (1) register with and provide 
documentation to the Student Disability Resource Center; and (2) bring a letter to the instructor indicating 
the need for accommodation and what type. This should be done during the first week of class. This syllabus 
and other class materials are available in alternative format upon request. For more information about 
services available to FSU students with disabilities, contact the:  

Student Disability Resource Center 

874 Traditions Way (850) 644-9566 (voice) 

108 Student Services Building (850) 644-8504 (TDD) 

Florida State University  sdrc@admin.fsu.edu 

Tallahassee, FL 32306-4167 

http://www.disabilitycenter.fsu.edu 

Syllabus Change Policy 

Except for changes that substantially affect implementation of the evaluation (grading) statement, this 
syllabus is a guide for the course and is subject to change with advance notice. Though I may not always be 
able to integrate them into lesson plans, I always encourage and welcome feedback on readings, ideas, and 
sources that could supplement our classroom discussions.  

http://dof.fsu.edu/honorpolicy.htm
http://www.disabilitycenter.fsu.edu/


66 
 

I: Introductions and Definitions 

 Topics and Assignments 
Due 

Class Activities 

Tue, Aug 25 Introductions Introduce Ourselves 

Review Syllabus 

Define Site-Specific, Immersive, 
Ambulatory Theatre 

Thu, Aug 27  Read Tompkins’ “The ‘Place’ 
and Practice of Site-Specific 
Theatre and Performance” 

Discuss Tompkins Reading 

Discuss Alter Banhoff Video Walk 

II: Roots in the Performing Arts 

 Topics and Assignments 
Due 

Class Activities 

Tue, Sep 1 Read The Wakefield Cycle Discuss The Wakefield Cycle, 
Medieval Pageant Plays 

Thu, Sep 3 Read 18 Happenings in 6 
Parts 

 

Discuss 18 Happenings in 6 Parts 

Listen and Discuss How to Make a 
Happening 

Tue, Sep 8 Read Debord’s Society of the 
Spectacle (selections) 

Discuss Debord reading, The 
Situationist International 

III: Roots in the Visual Arts  
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 Topics and Assignments 
Due 

Class Activities 

Thu, Sep 10 Read Kwon pp. 1-32 Discuss Kwon reading, Richard 
Serra, The Tilted Arc Controversy 

View and Discuss Richard Serra 
Installations 

Read and Discuss “Suppression 
and Liberty: The Tilted Arc 
Controversy” 

Tue, Sep 15 Watch Kwon pp. 33-55 Discuss Kwon reading, Christo and 
Jean-Claude 

Watch and Discuss The Gates 

Thu, Sep 17 Read Kwon pp. 56-99 Discuss Kwon reading, Walter de 
Maria 

Watch and Discuss The Lightning 
Field 

Read and Discuss “The Lightning 
Field” 

Tue, Sep 22 Read Kwon pp. 100-137 Discuss Kwon reading, Andy 
Goldsworthy, Robert Smithson 

Watch and Discuss The Spiral 
Jetty, Rivers & Tides 

Read and Discuss “The Spiral 
Jetty” 

Thu, Sep 24 Read Kwon pp. 138-168 Discuss Kwon reading, James 
Turrell 

Read and Discuss “Mapping 
Spaces 

View and Discuss “Roden Crater” 

IV: Participation 
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 Topics and Assignments 
Due 

Class Activities 

Tue, Sep 29 Read Ranciere’s Dissensus 
(selections) 

Discuss Dissensus 

Read and Discuss The Ignorant 
Schoolmaster 

Thu, Oct 1 Read Marin’s “Utopic 
Integration (Disneyland)” 

Discuss Marin reading, Theme 
Parks 

Watch and Discuss Dismaland 

Tue, Oct 6 Read Pearson pp. 7-42 Discuss Pearson reading 

Watch and Discuss Select Cardiff 
Laboratory Theatre Performances 

Thu, Oct 8 Read Pearson pp. 140-183 Discuss Pearson reading 

Watch and Discuss Select Brith 
Gof Performances 

Tue, Oct 13 Read Bishop’s “Delegated 
Performance: Outsourcing 
Authenticity” 

Discuss Bishop reading 

Watch and Discuss Working 
Contract, Select Marina Abramovic 
and Chris Burden Performances 

V: Mediated and Mediatized Performance 

 Topics and Assignments 
Due 

Class Activities 

Thu, Oct 15  DUE: AUGMENTED 
REALITY PERFORMANCE 

Watch and Discuss A Machine to 
See With 

Tue, Oct 20   Watch and Discuss Select Blast 
Theory Performances 

Thu, Oct 22 Read Dixon’s Digital 
Performance (selections) 

Discuss Dixon Reading, Peggy 
Phelan and Phillip Auslander 
Controversies 

Tue, Oct 27 Watch The Conversationalist Watch and Discuss The 
Conversationalist, Select Blast 
Theory Performances 

Thu, Oct 29 AUGMENTED REALITY 
ANALYSES I 

Discuss Augmented Reality 
Performances 

Tue, Nov 3 AUGMENTED REALITY 
ANALYSES II 

Discuss Augmented Reality 
Performances 
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VI: Protest/Place/Performance 

 Topics and Assignments 
Due 

Class Activities 

Thu, Nov 5 Read Solomon’s 
“Introduction: A Theory of 
the Leisure Suit” 

Discuss Solomon reading 

Watch and Discuss Select 
Performances, Reverend Billy and 
the Church of Stop Shopping 

Tue, Nov 10 Read Wallenberg’s “To 
Catch the Conscience of a 
Nation” 

Discuss Wallenberg Reading, 
Occupy Wall Street 

 VI: Site and Performance in Markets and Discourses 

 Topics and Assignments 
Due 

Class Activities 

Thu, Nov 12 Read Pine and Gilmore’s 
The Experience Economy 
(selections) 

Discuss The Experience Economy, 
Product Performances 

 

Tue, Nov 17 Read Bartley’s “Marketing 
and Metonymy: 
Punchdrunk’s Product 
Performances” 

Discuss Bartley Reading, Product 
Performances  

Thu, Nov 19 Read O’Connor’s “Kim and 
Kanye Were ‘Intimate’ at a 
Sexy Naked Theater Thing” 

Discuss O’Connor Reading 

Watch and Discuss Select Scenes, 
Gossip Girl 

Tue, Nov 24  Watch and Discuss Select Scenes, 
Law & Order: SVU 

VII: Proposals and Conclusions 

 Topics and Assignments 
Due 

Class Activities 

Tue, Dec 1 FINAL PRESENTATIONS I  

Thu, Dec 3 FINAL PRESENTATIONS II Discuss Final Presentations 

Mon, Dec 7 FINAL EXAM SLOT- KEEP 
FREE 
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Histories and Practices of Performance Art  
THE 4935-0004 
Fall 2015 (Tuesday and Thursday 2:00-3:15pm, FAB 205) 

Instructor Information 
Instructor Email Office Location & Hours 

Sean Bartley smb11c@my.fsu.edu Tuesdays and Thursdays, 8:30-9:30am, FAB 207 

General Information 

Course Objectives and Teaching Philosophy 

Performance Art might be defined through the very ontological and definitional debates that have always 
accompanied it. Scholars, critics, historians, and even American elected officials have postulated on what 
Performance Art might be (and what it is certainly not). This course will offer no stable definition of the term 
at the outset and will study sources and artworks that exist well outside the contexts of performance and 
museum spaces. It is this very slipperiness, this resistance to classification and canonization, which makes 
Performance Art such a rich source of study for undergraduates. Alongside the discrete artistic movements of 
theatre history, students might consider when Performance Art truly begins. After studying specific acting 
methodologies, they might note and interpolate techniques from Performance Artists that live far outside 
psychologically based acting theories. 

Students in this course will experiment with ways of documenting and analyzing live performance. The ways 
that Performance Artists preserve (or, perhaps, refuse to preserve) their work may influence students’ own 
artistic practice. In group and individual oral analysis, students will make connections between these 
challenging works and other modes of performance. Perhaps most importantly, students will try their hands 
at writing of performance, about performance, and through performance, developing methodologies for their 
own writing.  

This course will inform and shift the artistic and professional practices of all students, regardless of their 
interests in theatre and performance. Performers might not take up Body Art or become solo Performance 
Artists, but will develop and practice new techniques in their “tool kits” as actors. Designers might not begin 
hurling naked models covered in paint at their sets a la Yves Klein, but will learn new formats for aural, visual, 
and sensorial audience engagement and interaction. Arts Managers and administrators might not suggest that 
their artistic institutions start arming their audiences with scissors (Yoko Ono’s Cut Piece) or handguns 
(Marina Abramović’s Rhythm O), but will employ new approaches for articulating and discussing the nature of 
challenging work with others. The course aims not to turn students into fans of Performance Art, but into 
scholars and artists who can engage with the widest possible range of artistic forms and discourses. 

By the end of this course, students will successfully be able to: 

• Critically investigate Performance Art and a wide range of related forms, exploring not just their 
forms and conventions, but also their historical, social, political, artistic, and cultural contexts. 

• Write about live performance in a wide range of authorial voices and using multiple methodologies. 
• Present their research and analysis in multiple formats and for a range of audiences, sharing their 

work in writing and in formal oral presentations.  
• Discuss expansive new definitions for theatre and performance more generally. 
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Course Materials 

Required Textbook: Performance Art From Futurism to the Present, Third Edition, by RoseLee Goldberg (IBSN: 
0500204047) 

Goldberg’s history of Performance Art is the best-known book on the subject. Crucially, Goldberg starts her 
historical narrative not in the 1940s or 1950s, but at the start of the Twentieth Century, arguing that 
Performance Art is not an upstart act of Postmodern rebellion that starts with John Cage or Alan Kaprow, but 
rather part of a continuous international project beginning with Futurism. We’ll use this affordable book 
heavily in the first unit of the semester on Avant-Gardes, but also return to her discussion of major 
Performance Artists throughout the term.  

Required Textbook: No Innocent Bystanders: Performance Art and Audience by Frazer Ward (IBSN: 1611683351)  

Most analyses of performance art are framed through artistic intent, but Ward uses the role of the spectator 
as a lens through which to view canonical works by Vito Acconci, Chris Burden, Marina Abramović, and 
Tehching Hseih. We’ll examine his introduction and his readings of Acconci, Burden, and Abramović, but we’ll 
also use his writing style as a possible model for our own writing assignments.  

Performance Documentation 

Performance Art exists often exists without a dramatic text and can be highly ephemeral. Some Performance 
Artists document their work through photographs, video and audio recordings. In order to study 
Performance Art, we’ll rely on video documentation in the public domain, most often through YouTube, 
Vimeo, and Ubu. An up-to-date list of recordings with working URL weblinks is posted to Blackboard. It is 
possible that some of this streaming video may become unavailable during the semester. As individual class 
dates approach, I’ll check the weblinks no later than 72 hours before class. If a video cannot be accessed, I’ll 
adjust our plans accordingly and let students know promptly. 

Blackboard Postings and FSU Database Access 

Whenever a play or contextual reading is not in one of the required texts, it will be provided via Blackboard. 
All Blackboard readings for the semester will be posted by Tuesday, August 25th.  

Recorded Performances 

As a part of several class assignments, students will be exploring other performances individually. However, 
we’ll examine these pieces together as a class: 

• Abramović, Marina. The Artist is Present, Rhythm O, Seven Easy Pieces 
• Abramović, Marina and Ulay. Breathing in/Breathing Out, Imponderabilia, Light/Dark, The Lovers, 

Rest Energy 
• Acconci, Vito. Seedbed 
• Athey, Ron. Four Scenes From a Harsh Life, St. Sebastian 
• Beyoncé. Single Ladies (Put a Ring On It) 
• Burden, Chris. Shoot, Through the Night Softly 
• Cage, John. 4’33” 
• Fleck, John. NEA Demonstration 
• Finley, Karen. It’s My Body 
• Franko B. I Miss You 
• Gomez-Peña, Guillermo and Coco Fusco. Two Undiscovered Amerindians… 
• Gray, Spalding. A Personal History of the American Theatre 
• Jay-Z et al. Picasso Baby 
• Kaprow, Alan. How to Make a Happening 
• Miller, Tim. My Queer Body 
• Ono, Yoko. Cut Piece 
• Reverend Billy and the Church of Stop Shopping. Selected Performances 
• The Yes Men. The Yes Men are Revolting.  
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Scripted Performances 

• Buzzi, Paolo. The Futurist Prize 
• Daisey, Mike. The Agony and the Ecstasy of Steve Jobs 
• Tzara, Tristan. A Handkerchief of Clouds 
• Valle-Inclan, Ramon. Dream Comedy 

Theoretical and Historical Readings      

• Athey, Ron. “Interview, Vice Magazine”  
• Bishop, Claire. “Artificial Hells: The Historic Avant-Garde” 
• Brusov, Valery. “Against Naturalism in the Theater” 
• Doyle, Jennifer. “Critical Tears: Franko B’s I Miss You” 
• Gomez-Peña, Guillermo and Coco Fusco. “Interview, Bomb Magazine” 
• Jung, E. Alex. “The Bold Gender Politics of The Prancing Elites” 
• Killackey, John. “Blood Sacrifice” 
• Raden, Bill. “No, I Don’t Pee on the Audience…” 
• Solomon, Alisa. “Introduction: A Theory of the Leisure Suit” 
• Tzara, Tristan. “Dada Manifesto” 

Expectations for Reading and Viewing 

Keeping up to date with the readings and viewings and coming to class with questions, comments, and 
observations on each assignment are absolutely essential. This course is founded on both group and individual 
analysis; failure to come to class prepared to explore the material is not simply frustrating for the instructor, 
but unfair to your colleagues in the course. All students are required to bring the texts that we read for 
the day to class. No exceptions. Failure to keep up on the reading and viewing will affect not only a 
student’s quiz grades, but also their final Attendance and Participation grades.  

Course Content  

During the semester, we may encounter moments in the plays and performances that surprise, shock, and 
perhaps even offend you. This is not a side effect of the syllabus design, but a necessary feature: in order to 
present performance art from various historical moments alongside contemporary work, I have deliberately 
included works that will take your far outside the circumstances of your own lives and experiences. If some of 
this material is so offensive to you that it negatively affects your ability to learn, you are encouraged to take 
another course to satisfy this requirement. If you have any questions or concerns about this issue, please see 
me during the add/drop period.  

Grade Breakdown 

20%: Attendance and Participation 

20%: Quizzes 

20%: Final Performance and Documentation 

15%:  Syllabus Intervention 

10%: Writing Through Performance I 

15%: Writing Through Performance II 

 

Grading Scale (FSU does not award an A+ grade): 

A = 93-100 A- = 90-92 B+ = 89-89 B= 83-86 B- = 80-82 C+ = 77-79 

C = 73-76 C- = 70-72 D+ = 67-69 D = 63-66 D- = 60-62 F = <59 
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Required Assignments 

Quizzes 

Students can expect an extremely brief (3 or 5 question) quiz on most days when a reading or viewing is due. 
All questions will be short-format (multiple choice, true/false, short answer, quote identification, matching). 
When quizzing on plays I will often ask about key images or relationships rather than plot points, designing 
the quizzes so that reading an online synopsis of the play will not prove helpful. I may ask for specific details 
or performance conditions when quizzing on recorded performances. With other readings, I may ask students 
to synthesize the author’s argument or recall some of the examples and case studies in the piece. These 
quizzes are designed to keep students up-to-date on the reading, a paramount concern in this course. They 
will begin promptly at 2:00pm and will be quite short, so tardy students may miss the opportunity to take the 
quiz. They will be graded on a pass/fail basis rather than numerically. Students who correctly answer most of 
the questions (and, therefore, demonstrate a thorough reading of the text) will receive a “pass.”  

Final Performance and Documentation  

Each student will adapt a piece of historical Performance Art for the class. Crucially, these are adaptations 
rather than revivals or restagings. Student must consider (and articulate in writing) how the circumstances of 
the classroom, the specifics of the present social and political moment, and even their own identities as 
performers influence and alter the performance event. The instructor will assist with the selection of a 
performance piece and considerations of safety and the ethics of representation. Students must meet with the 
instructor to discuss their performance by Thursday, October 1st. Students will answer questions from the class 
after their performances. An assignment prompt and grading rubric for the written component are posted to 
Blackboard.  

Writing Through Performance I 

Throughout this course, we’ll encounter texts in which performers discuss their own work through a variety 
of techniques and methodologies. The assignment encourages students to widen their approaches to 
discussing their own work. Students will submit a response of 700-900 words to the piece they have selected 
for their Final Performance as if they were the original artist. Students are encouraged to explore the writings 
of their artist alongside the other artists we’ll discuss to develop the voice and tone of their piece. An 
assignment prompt and grading rubric are posted to Blackboard. 

Writing Through Performance II 

The scholars, critics, and historians we will read in this class all write about Performance Art very differently. 
This assignment invites students to consider their own scholarly voices as writers and apply them to varying 
modes of performance. Students will submit an analysis of 1000 words on the artist they have selected for 
their Syllabus Intervention. Students must submit a proposal that outlines their methodology and topic by 
Thursday, October 29th. Unless directed otherwise by the instructor, students should focus their analysis on a 
particular work by their artist rather than a series of works. An assignment prompt and grading rubric are 
posted to Blackboard. 

Syllabus Intervention 

Assembling a syllabus covering Performance Art is a necessarily incomplete and subjective task. Students will 
each give a 6-minute presentation introducing the class to a Performance Artist of their choosing not covered 
in the syllabus. Students must meet with the instructor to discuss their performance by Tuesday, October 6th. 
Students may not use more than two minutes of video documentation within their presentation and are 
encouraged to use the techniques and strategies of Performance Art itself within their presentation 
techniques and approaches. A starter list of possible Performance Artists as well as a grading rubric are 
posted to Blackboard.  
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Attendance and Tardiness Policies 
This course will rely on discussion, class exercises, and group work. For this format to succeed, you must be 
present and on time. You may miss ONE unexcused class session without penalty to your grade. After this, 
fifteen percentage points will be deducted from your Attendance and Participation grade for each absence 
beyond the allotted two. Tardiness is not acceptable. Three late arrivals and/or early exits will equal one 
absence. If you know you will be absent from class, it is your responsibility to notify the instructor 
prior to the absence and turn in any work prior to the start of class time. Excused absences (including 
documented illnesses, religious holy days, official University activities, crises in the immediate family 
[including serious illness of dependent children], call to active military duty or jury duty, and other 
documented crises) must be documented. Students who miss class due to an excused absence must 
contact the instructor to make up missed work (including quizzes) within one week of your return to 
class. All students are responsible for providing their own documentation. I will not track it down for you. See 
the University Attendance Policy below.  

University and School of Theatre Policies 

University Attendance Policy 

Excused absences include documented illness, deaths in the family and other documented crises, call to active 
military duty or jury duty, religious holy days, and official University activities. These absences will be 
accommodated in a way that does not arbitrarily penalize students who have a valid excuse. Consideration 
will also be given to students whose dependent children experience serious illness. 

Academic Honor Policy 

The Florida State University Academic Honor Policy outlines the University’s expectations for the integrity of 
students’ academic work, the procedures for resolving alleged violations of those expectations, and the rights 
and responsibilities of students and faculty members throughout the process. Students are responsible for 
reading the Academic Honor Policy and for living up to their pledge to “…be honest and truthful and … [to] 
strive for personal and institutional integrity at Florida State University.” (Florida State University Academic 
Honor Policy, found at http://dof.fsu.edu/honorpolicy.htm.) 

Americans With Disabilities Act 

Students with disabilities needing academic accommodation should: (1) register with and provide 
documentation to the Student Disability Resource Center; and (2) bring a letter to the instructor indicating 
the need for accommodation and what type. This should be done during the first week of class. This syllabus 
and other class materials are available in alternative format upon request. For more information about 
services available to FSU students with disabilities, contact the:  

Student Disability Resource Center 

874 Traditions Way (850) 644-9566 (voice) 

108 Student Services Building (850) 644-8504 (TDD) 

Florida State University  sdrc@admin.fsu.edu 

Tallahassee, FL 32306-4167 

http://www.disabilitycenter.fsu.edu 

Syllabus Change Policy 

Except for changes that substantially affect implementation of the evaluation (grading) statement, this 
syllabus is a guide for the course and is subject to change with advance notice. Though I may not always be 
able to integrate them into lesson plans, I always encourage and welcome feedback on readings, ideas, and 
sources that could supplement our classroom discussions.  

http://dof.fsu.edu/honorpolicy.htm
http://www.disabilitycenter.fsu.edu/
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I: Introductions, Precedents, and Avant-Gardes 

 Topics and Assignments 
Due 

Class Activities 

Tue, Aug 25 Introductions Introduce Ourselves 

Review Syllabus 

Perform Handkerchief of Clouds 

Thu, Aug 27  Read Tzara’s “Dada 
Manifesto,” Buzzi’s The 
Futurist Prize, Goldberg pp. 
50-75 

Discuss “Dada Manifesto,” The 
Futurist Prize 

Discuss Possible definitions of 
Performance Art 

Perform Dream Comedy 

Tue, Sep 1 Read Goldberg pp. 1-50 Read Brusov’s “Against Naturalism 
in the Theater” 

Discuss Dada, Futurism, “Against 
Naturalism in the Theater” 

Thu, Sep 3 Read Bishop’s “Artificial 
Hells: The Historic Avant-
Garde” 

Listen to Kaprow’s “How to 
Make a Happening” 

 

Discuss Kaprow’s “How to Make a 
Happening,” “Artificial Hells: The 
Historic Avant-Garde” 

Watch Yoko Ono’s Cut Piece, John 
Cage’s 4’33” 

II: Art as Inquiry (Chris Burden and Vito Acconci) 

 Topics and Assignments 
Due 

Class Activities 

Tue, Sep 8 Read Ward pp. 1-52 

 

Discuss Ward reading 

Watch and Discuss Shoot 

Thu, Sep 10 Read Ward pp. 81-108 

 

Discuss Ward reading 

Watch and Discuss Through the 
Night Softly 

Tue, Sep 15 Read Ward pp. 53-80 Discuss Ward reading 

Watch and Discuss Seedbed 

III: Bodies as Art (Marina Abramović and Ulay)  
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 Topics and Assignments 
Due 

Class Activities 

Thu, Sep 17 Read Ward pp. 109-130 Discuss Ward reading 

Watch and Discuss Breathing 
in/Breathing Out, Imponderabilia, 
Light/Dark, Rest Energy 

Tue, Sep 22 Watch The Lovers (The 
Great Wall at the Brink) 

Watch and Discuss The Lovers 

Thu, Sep 24 Read Phelan’s “Marina 
Abramović: Witnessing 
Shadows” 

Discuss Phelan reading 

Watch and Discuss Rhythm O 

IV: “No, I Don’t Pee on the Audience” Art as Politics (Culture Wars of the 1990s, Guillermo 
Gomez-Peña and Coco Fusco, Ron Athey) 
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 Topics and Assignments 
Due 

Class Activities 

Tue, Sep 29 Watch My Queer Body, It’s 
My Body, NEA 
Demonstration 

Discuss My Queer Body, It’s My 
Body 

Watch Tim Miller Interview, The 
Larry Sanders Show 

Thu, Oct 1 Read Raden’s “No, I Don’t 
Pee on the Audience…” 

DEADLINE TO MEET WITH 
INSTRUCTOR AND 
DISCUSS FINAL 
PERFORMANCE 

Discuss The NEA 4, The Culture 
Wars 

Tue, Oct 6 Read Guillermo Gomez-
Peña and Coco Fusco 
Interview, Bomb Magazine 

DEADLINE TO MEET WITH 
INSTRUCTOR AND 
DISCUSS SYLLABUS 
INTERVENTION 

Discuss Guillermo Gomez-Peña 
and Coco Fusco Interview 

Watch and Discuss The Couple in 
the Cage 

Thu, Oct 8 Read Ron Athey Interview, 
Vice Magazine  

Read John Killackey, “Blood 
Sacrifice” 

Watch and Discuss Four Scenes 
From a Harsh Life, St. Sebastian 

V: Recollections and Retractions (Spalding Gray and Mike Daisey) 

 Topics and Assignments 
Due 

Class Activities 

Tue, Oct 13  Watch A Personal History of 
the American Theatre 

 

Discuss A Personal History of the 
American Theatre 

Thu, Oct 15  Read The Agony and the 
Ecstasy of Steve Jobs 

 

Discuss The Agony and the Ecstasy 
of Steve Jobs 

Discuss This American Life 
Retraction 

VI: How Do You Solve a Problem Like Marina? (Abramović and the Ethics of Restaging Classic 
Performance Art Today) 
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 Topics and Assignments 
Due 

Class Activities 

Tue, Oct 20 Watch Seven Easy Pieces Discuss Seven Easy Pieces 

Thu, Oct 22 DUE: WRITING THROUGH 
PERFORMANCE I 

Watch The Artist is Present 

Tue, Oct 27  Watch The Artist is Present 

Discuss The Artist is Present 

Thu, Oct 29 Watch Picasso Baby 

DUE: WRITING THROUGH 
PERFORMANCE II 
PROPOSAL 

Discuss Picasso Baby 

 

 VI: Yes Men and YAAAAAAAS Men (Franko B, Reverend Billy, The Yes Men, and The Prancing 
Elites) 

 Topics and Assignments 
Due 

Class Activities 

Tue, Nov 3 Read Doyle’s “Critical Tears: 
Franko B’s I Miss You” 

Discuss Doyle reading 

Watch and Discuss I Miss You 

Thu, Nov 5 Read Solomon’s 
“Introduction: A Theory of 
the Leisure Suit” 

Discuss Solomon reading 

Watch and Discuss Selected 
Performances, Reverend Billy and 
the Church of Stop Shopping 

Tue, Nov 10 DUE: WRITING THROUGH 
PERFORMANCE II 

Watch The Yes Men Are Revolting 

Thu, Nov 12  Watch and Discuss The Yes Men 
Are Revolting  

Tue, Nov 17  Read Jung’s “The Bold 
Gender Politics of The 
Prancing Elites” 

Discuss Jung Reading 

Watch and Discuss Selected J-
Sette Performances 

Watch and Discuss Single Ladies 
(Put a Ring On It) 

VII: Interventions and Conclusions 
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 Topics and Assignments 
Due 

Class Activities 

Tue, Oct 20 SYLLABUS 
INTERVENTIONS I 

 

Thu, Oct 22 SYLLABUS 
INTERVENTIONS II 

Discuss Syllabus Interventions 

Tue, Oct 27 FINAL PERFORMANCES I  

Thu, Oct 29 FINAL PERFORMANCES II Discuss Final Performances 

Mon, Dec 7 FINAL EXAM SLOT- KEEP 
FREE 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 




