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Abstract 

This dissertation seeks clear identification of how and where the concept of international-

mindedness is measurably embedded in the IB Theatre course and assessments. This 

research will introduce the overall International Baccalaureate (IB) Program and its Diploma 

Program Theatre course, including the relevant histories and stated aims of each. It will 1) 

explain the significance of the International Baccalaureate Organization (IBO), 2) establish the 

IBO as a major world leader as a generator of, and contributor to, international education (Hill), 

and 3) identify the relative underdevelopment of the international theatre education field.  

The IBO claims that studying Theatre, specifically through their Diploma Program 

course, promotes “international-mindedness” (IBO Guide 16).  As such, the research critically 

analyzes the IBO’s Theatre Guide, the syllabus from which all IB Theatre courses are derived, to 

determine how the IB’s criteria for international-mindedness appear within the course. 

The research concentrates on revealing the impact the IB Theatre Guide’s structure and content 

has on implementing international-mindedness within the course, as opposed to a case study into 

particular institutional or learner interpretations of the concept.  

The research identifies both foundational strengths and incongruencies in the IB Theatre 

Guide’s application of international-mindedness, specifically misalignments between the IB 

Program’s coursework and assessments, and their objectives.  Stakeholders of the program may 

only gain a partial (or limited or narrow) perception of international-mindedness that falls short 

of the IBO’s full definition. Consequently this constrains the full realization of the course 

content, student learning outcomes, and the concept's true potential. Given these findings, the 

analysis resulted in an investigation into how the IBO could preserve and strengthen these 
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functional and beneficial aspects of the course, while improving specific underdeveloped 

aspects.   

 Four appendices are provided. Appendix A is an IBO-generated image illustrating its “IB 

Learner Profile.” Appendix B is an IBO-generated image illustrating changing educational trends 

of the 1960s. Appendix C includes Zina O’Leary’s original checklist for textual analysis. 

Appendix D includes O’Leary’s original checklist pertaining to document analysis.  
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Chapter One: Introduction to the Study 

1.1 Introduction to Internationalism 

The concept of “internationalism” carries with it an assortment of definitions and 

interpretations. Manifestations of this ideology can be traced from Immanuel Kant’s 1784 

introspective essay, “Idea for a Universal History with a Cosmopolitan Intent” (Rorty), on 

regulating peace between nations. Alternatively, the 1830s publication of exiled Italian Giuseppe 

Mazzini’s professed internationalism lay in the linking of humanity both politically and socially. 

Consequently, “Before World War I, then, internationality was a word that signified both the 

existence of international organizations and practices and their social and cultural effects” (Sluga 

15). Exemplary organizations of this specific branding of internationalism include the Red Cross, 

established in 1876, and the Young Men’s Christian Association, or YMCA, established in 1844. 

The former works to be an “impartial, neutral and independent organization whose exclusively 

humanitarian mission is to protect the lives and dignity of victims” for persons suffering armed 

conflict (International Committee of the Red Cross), while the latter “works to bring social 

justice and peace to young people and their communities, regardless of religion, race, gender or 

culture,” specifically focused on youth (Y Care International). Following World War I, the focus 

of internationalism shifted away from societal and community inclusion, toward peace-keeping 

and coexistence-oriented internationalism (Goldmann). The Logic of Internationalism qualifies 

this: “its theme is contact and cooperation between countries and peoples; its object is peace and 

security through community-building at the international level” (Goldmann 18). 

The aspect of internationalism most relevant to this study is the interactivity in and 

intersectionality of economics, socio-political histories, and culture with convergence in world 

education, specifically the International Baccalaureate Organization (IBO), a worldwide 
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education leader. Its International Baccalaureate Program focuses on promoting “intercultural 

understanding and respect, not as an alternative to a sense of cultural and national identity, but as 

an essential part of life in the 21st century” (IBO “Mission”). This partial reiteration of the IBO’s 

mission statement unifies the previous pre- and post-war conceptual understandings of 

internationalism’s social justice and community-building aspects. Further deepening this peace-

oriented association, the IBO’s educational model and structure is “anchored in a UNESCO 

description of international education” (Hill, “World Class Education” 17). Developed at 

UNESCO’s 1974 General Conference held in Paris, of its many qualifiers the organization 

recommends that education be used ‘‘as a means of promoting international and intercultural 

understanding’’ (UNESCO). The IBO’s coined term “international-mindedness”, which 

“represents an openness and curiosity about the world and its people” (IBO Guide1 82), bridges 

the gap between UNESCO and the IBO’s terminology. 

Indistinguishable boundaries and definitions define the world of international education, 

including the IBO and its programs. This dissertation’s goal is to clarify how and where the 

fundamental concept of the IBO, international-mindedness, is effectively incorporated and 

assessed through the Diploma Program (DP) Theatre course, specifically through the textual 

analysis of the IB Theatre Guide, the mandatory manual from which all individual IB Theatre 

courses are derived. The primary objectives of this research are a determination of the IBO’s 

fixed perspective of international-mindedness, and precisely how and where this concept 

translates into its Diploma Program Theatre curriculum. The supplementary objectives are to 

 
1 Unless otherwise noted, references to the IB Theatre Guide are referring to IB Diploma Program Theatre Guide: 

First Assessment 2016, self-published, 2014, rather than any previous or subsequent version.  
2 The page number references for the IB Theatre Guide, or Guide are based on the pdf pages of the document when 

downloaded. The researcher chose this method of organization over referring to the document’s numerical page 

numbers as this allowed for clearer navigation and more accurately reflects the length and breadth of the document.  
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identify the functional and beneficial program aspects, and to determine additional strategies that 

align with, support, and diversify these aspects. Concurrently, to identify any ineffective program 

aspects, and determine specific strategies that may alleviate any potential shortcomings within 

the program its syllabus.  

Document analysis (written discourse) is the focus of this research, based on analysis of 

the official IB Diploma Programme3 Theatre Guide: First Assessment 2016, referenced as the IB 

Theatre Guide, or abbreviated, Guide. The IB Theatre Guide was chosen as an essential data 

source, as it is currently the primary and dominant source material for development and 

implementation of the IB Theatre curriculum. The eighty-six-page document begins with the IB 

Mission Statement and the IB Learner Profile, two generalized documents that pertain to the 

entire IB Program. This is followed by an introduction, a syllabus, assessments, and appendices. 

Generally speaking, the first three sections of the Guide include the aims, outlines, and 

objectives for the Theatre Program. Chapter Four of this dissertation provides a detailed analysis 

and description of the entire syllabus. While there is an updated edition of the Guide now 

available (published February 2017), the differences are minimal4 and critical content remains 

identical.  

 
3 Regarding formatting incongruences, the IBO publishes in British English and appears to follow APA formatting, 

though it does not specify its chosen citation style. As such, its capitalizes only first words in titles and subtitles. 

However, this is not exclusively applied to the titles, “International Baccalaureate” and its three programs, i.e. 

“Primary Years Programme,” “Middle Years Programme,” and “Diploma Programme,” which retain capitalization 

of all words. For the sake of textual congruence and clarity within the research, direct quotes will retain the British 

spelling and formatting style used by the IB, whereas the researcher’s references will retain American spelling and 

MLA formatting, the chosen style of this dissertation. The sole exception to this will be the word “theatre” which 

retains its British spelling throughout for coherence.  
4 Examples of differences between the two versions of the IB Theatre Guides include additional clarifying 

definitions included in the latter edition, i.e. “Theatre theorist,” “Solo theatre piece,” “Theatre theory,” and “An 

aspect of theatre theory” (IB Theatre Guide 2nd ed. 44); additional restatements of previously mentioned criteria 

(19, 46, 85); and a reordering of assessment criteria components (90). The page length of the 2014 published Guide 

is eight-six pdf pages, while the 2017 version is ninety-three pdf pages. The researcher concluded these additions 

were mostly clarifications, and contributed overall to excessiveness of details, and therefore chose the original 

published version for research purposes.  
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1.2 The International Baccalaureate Organization 

 The International Baccalaureate Organization, or the IBO, was officially founded on 

October 25th, 1968 in Geneva, Switzerland at the International School of Geneva (ISG). 

Currently, the IBO: 

is governed by an elected 17-member Board of Governors, which appoints the Director 

General, sets the strategic direction of the organization, adopts a mission statement, 

makes policy, oversees the IB’s financial management, and ensures the autonomy and 

integrity of IB Diploma Programme examinations and other student assessment. Board 

membership represents cultural and geographical diversity. (IBO “Facts and Figures”) 

The IBO organizes its schools worldwide into three separate regions. As of June 2019, 

the IBO had programs in 929 schools in the Asia-Pacific region; 1,179 in Africa, Europe and the 

Middle East; and 2,949 in the Americas (IBO “Facts and Figures”). With its official headquarters 

in Geneva, the IBO currently has several IB Global Centers serving as regional offices. These are 

located in Bethesda, Maryland, USA; the Hague, Netherlands; Cardiff, United Kingdom; and the 

Republic of Singapore (IBO “Office Locations”). Each regional office provides administrative 

guidance, support, training, and workshops. The UK office solely manages IB Program 

assessments and “produces and administers examination papers, checks examination script 

marking and supports programme coordinators worldwide” (IBO “Global Centre”), 

distinguishing the UK office above the others. 

The initial IB Diploma Program (DP), comprising the students’ two final years of 

secondary school study, originally began development in 1962. According to Former Deputy 

Director General Ian Hill, the program addressed the needs of international schools to “place an 

emphasis on critical thinking skills . . . to promote intercultural understanding and . . . an 

https://www.ibo.org/about-the-ib/governance-and-leadership/ib-board-of-governors/
https://www.ibo.org/about-the-ib/governance-and-leadership/director-general/
https://www.ibo.org/about-the-ib/governance-and-leadership/director-general/
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international perspective” and “to provide a diploma which would be recognised for entry to 

higher education around the world” (“World Class Education” 2). The original program was 

heavily influenced by the International School of Geneva—its founding school—as well as the 

International Schools Association, or ISA; the International Schools Examination Syndicate, or 

ISES; and UNESCO (Hahn, Hill). The IB Diploma Program, officially established in 1968, is the 

cornerstone of the IBO. The Middle Years Program (MYP), designed for eleven to sixteen-year-

olds, and the Primary Years Program (PYP), designed for three- to twelve-year-olds, were 

introduced in 1994 and 1997 respectively (IBO “History of the IB”). The IB Learner Profile5 lists 

ten attributes valued by IB schools that learners should ultimately strive towards in their 

academic and personal lives: “[being] inquirers, knowledgeable, thinkers, communicators, 

principled, open-minded, caring, risk-takers, balanced and reflective” (IBO “Learner Profile”). 

The IBO’s genesis was grounded in private, international schools. In 1971, 100% percent 

of its participating schools were private. By 2016, however, the IBO reported that 56% of all IB 

schools were state, or public, schools, with a minority of only 44% being private institutions 

(IBO “History of the IB”), suggesting a shift in program emphasis. 

1.3 The International Baccalaureate Organization Diploma Program 

 The IB Diploma Program grew out of a specific, identified need for an internationally 

mobile student body: “Teachers in the International School of Geneva were confronted with 

articulate, well-travelled young men and women with a natural curiosity, which led them to 

question established beliefs and points of view” (Hill, “World Class” 2). Perhaps more pressingly, 

“[i]nternationally mobile students returning to their home or other countries with foreign 

diplomas often had difficulty being accepted into universities. This created pressure on schools to 

 
5 See Appendix A.  
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deliver national qualifications, which led to a pragmatic need for an international passport to 

higher education” (Hill, “World Class” 3). The origins of the program can be traced back to 

multiple regional sources. In 1925, former International School of Geneva (ISG) board member, 

Adolphe Ferriere, first voiced a concern about needing this level of flexibility in students’ 

diplomas. As a member of the International Bureau of Education (formerly the Rousseau 

Institute), Ferriere had close contact with educational figure Jean Piaget, the Bureau’s first 

director, who later partially influenced the IB Diploma Program’s pedagogy (IBO “History of the 

IB” 4). In 1946 the French minister for education, André Philip, professed a need for an 

international secondary diploma endorsed by UNESCO, and equally recognized by multiple 

nations (Hill, “World Class” 3).  

 While practical matters such as student diversity and mobility were identified among 

initial concerns, offering students progressive pedagogical learning methods and approaches 

remained a driving force behind the creation of the Diploma Program. “[The course subject of] 

[h]istory was chosen as the starting point for an international programme because it was 

recognized as a subject particularly prone to national and ideological biases . . . . It was not the 

content of the contemporary history course which was to differentiate it from its national 

counterparts, it was its pedagogical approach” (Hill, Pioneering in Education 39). Some of the 

traditional educational trends of the 1960s were “memorization, didactic, [and] academic 

intelligence,” versus the progressive trends of “critical analysis, constructivism, [and] education 

of the whole child” (IBO “The History of the IB” 3), amongst numerous other criteria.6 The IBO 

credits several key influential educationalists as contributors to the organization’s pedagogical 

philosophies: “John Dewey (1859-1952), A.S. Neill (1883-1973), Jean Piaget (1896-1980), and 

 
6 See Appendix B (IB, “History of the IB” 3) for a full list. 
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Jerome Bruner (1915-2016)” (IBO “History of the IB” 4). Dewey is credited with the key insight 

of acknowledging “the importance of tapping into students’ natural curiosity”; Neill with 

promoting “personal freedom for children—students developing in an environment free of 

constraints”; Piaget with acknowledging that “academic intelligence develops in children 

through a cognitive cycle”; and Bruner with proclaiming that “learning by doing and self-

discovery of information makes students better problem solvers” (4). 

The IB Diploma Program offers a balanced, learner-focused, international curriculum, 

exploring global context and content (IBO “Diploma Programme”). The DP consists of four 

separate components: coursework, the Extended Essay, Theory of Knowledge, and CAS, or 

“creativity, action and service.” The coursework makes up the bulk of a student’s program. 

Students choose six courses from the following categories, with groups one through five being 

mandatory: 

● Group One: Language and Literature  

● Group Two: Language Acquisition 

● Group Three: Social Studies  

● Group Four: Science 

● Group Five: Mathematics 

● Group Six: Arts (optional) 

This distinction between mandatory and optional courses will be discussed further in 

Chapters Four and Five. Courses are either Higher Level (HL), offering a more rigorous set of 

assessments and tasks, or Standard Level (SL), offering the same course work at a slightly 

truncated or less arduous standard. Students must enroll in three SL and three HL courses. Most 

of these courses run for two years, and culminate in final written and oral exams. The exams take 
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place in May for schools following a Northern Hemisphere calendar, and in November for those 

following a Southern Hemisphere calendar. Examinations and courses are offered in English, 

Spanish, or French (IBO “The IB Diploma Programme” 2). Selected May 2020 exams were 

suspended during the 2020 COVID-19 pandemic; however, assessment exceptions were not 

extended to IB Theatre students (IBO “May 2020”). In its publications regarding modified 

assessments, the IBO did not directly address or explain this selective reasoning (IBO 

“Coronavirus Outbreak FAQ”). 

 The second component of the IB Diploma Program is the Extended Essay, or EE. The EE 

is a 4,000-word independent research project supported by an assigned advisor. It is 

recommended that students choose a research area pertaining to one of their six courses not 

outside of their discipline range, although advisors are not necessarily the given courses’ teacher. 

The Theory of Knowledge component of the program, or TOK, is taken for a partial duration of 

the two-year program. The course is designed to teach critical thinking and deepen understanding 

of knowledge acquisition; it culminates in an assessment taken ahead of the standard exam 

period. Finally, “community, action and service,” or CAS, engages students in community-

centered activities. CAS encourages service, healthy lifestyles, creative thinking, and personal 

and interpersonal development. Originally assessed through an accumulation of hours, CAS 

currently focuses on long-term commitment to extracurricular activities. Together, these three 

components of the IB Program—the EE, TOK, and CAS—are known as the core requirements 

(IBO “The IB Diploma Programme” 2). 

In grading, the IB Program grants a maximum of 45 points for all program requirements, 

with each course contributing a value between one and seven points, with a score of four or 

above constituting a passing grading. The EE and TOK combine for three possible additional 



9 

points. CAS does not contribute toward the final points score; however, CAS completion is 

obligatory to pass the Program. Equally, failing the EE or TOK also results in the student failing 

the entire Program, regardless of total points earned. Students may receive certificates of 

completion for enrolled and passed courses in lieu of enrolling in the full IB Diploma Program, 

including in cases where students attempt but fail to meet the requirements of the entire IB 

diploma.  

The IB mission statement guides the entire Diploma Program. It states: 

The International Baccalaureate aims to develop inquiring, knowledgeable and caring 

young people who help to create a better and more peaceful world through intercultural 

understanding and respect. To this end, the organization works with schools, 

governments and international organizations to develop challenging programmes of 

international education and rigorous assessment. These programmes encourage students 

across the world to become active, compassionate and lifelong learners who understand 

that other people, with their differences, can also be right. (IBO “The IB Diploma 

Programme” 4) 

1.4 The IB Theatre Course 

 The IB Theatre course is classified as a Group Six, or Arts, subject. Published in 2014, 

the eighty-six-page course Guide document “is intended to guide the planning, teaching, and 

assessment of theatre in schools. Subject teachers are the primary audience, although it is 

expected that teachers will use the Guide to inform students and parents about the subject” (IBO 

Guide 11). It includes a variety of general program and course information, paraphrased below as 

follows:   

1.4.1 Generalized Sections 
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● IB Learner Profile and Diploma Program descriptors.  

● Approaches to Teaching and Learning. This section “refers to deliberate strategies, 

skills and attitudes which permeate the teaching and learning environment. These 

approaches and tools [are] intrinsically linked with the learner profile attributes” (4).  

● Academic Honesty, as well as learning support requirements for students who fit the 

criteria. 

1.4.2 Subject-Specific Sections 

● Nature of the Subject. This section of the Guide describes theatre as a “dynamic, 

collaborative and live art form” (16). It emphasizes the importance of theatre in the 

development of a learner and an individual. For future theatre practitioners, it stresses 

the importance of students working individually and collaboratively within the 

ensemble, and creating the opportunity to engage with theatre in a multifaceted 

capacity. It stresses that students should “experience the course from contrasting 

artistic perspectives . . . [and develop] an appreciation of the diversity of theatre 

practices . . . [from] different forms of theatre across time, place and culture and 

promotes international-mindedness” (16). 

● Theatre’s relationship with EE, TOK and CAS. This section lists various ways in 

which theatre potentially interfaces with the three core requirements of the IB 

Diploma Program, such as describing potential EE topics, using extra-curricular 

productions as an opportunity for “creativity” hours as part of CAS, or exploring 

potential TOK questions such as “What moral responsibilities do Theatre-makers 

have?” (18) 

● Theatre and International-mindedness. This section highlights the importance of 
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diversity in the making of theatre: “the IB Diploma Programme theatre course gives 

students the opportunity to study a wide variety of performance styles, theatre 

traditions, theatre theorists and play texts. Students are expected to explore and 

engage with theatre from a variety of contexts” (18). It justifies how this links to 

international-mindedness via theatre context contributions that develop attributes of 

the overall learner. The passage pertaining to international-mindedness provides the 

research criteria used in this study’s analysis. A separate subset of this section is a 

provided definition of culture, “as learned and shared beliefs, values, interests, 

attitudes, products and all patterns of behaviour created by society,” and ultimately is 

“fluid and subject to change” (19).  

● Engaging with Sensitive Topics, Prior Learning, Links to MYP, Theatre and 

Academic Honesty (repeated). These sections discuss how these various tasks should 

be appropriately executed. 

● Art and Theatre Aims. This section details the IBO’s views on Arts and Theatre 

overall.   

● Assessment Objectives. This section details the specific assessment criteria for each 

project.  

● Assessment Objectives in Practice. This section consists of a chart illustrating “where 

assessment objectives are directly addressed within the theatre taught syllabus and 

assessment tasks” (24). 

● Approaches to Teaching and Learning in Theatre. This section includes a variety of 

instructions for how the course should be executed, including the following: 

Teachers are encouraged to interpret the syllabus creatively according to local 
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circumstances and the context of the school. This is an international theatre 

programme: how teachers choose to explore theatre practices from various times, 

places and cultures is left to their discretion, however, teachers should not only 

teach practices they themselves are familiar with and knowledgeable about, but 

also be risk-takers and expose students to unfamiliar world traditions. (25) 

● Syllabus Outline. This section describes the theatre core syllabus areas: theatre 

processes, presenting theatre, and theatre in context. Lengthy descriptions and 

recommendations are made for how and when each area should be explored and 

synthesized. 

● Mapping the Course. This section offers recommendations for the teacher. 

● The Theatre Journal. The journal is described as a comprehensive notebook where 

students store their ideas, reflections, observations, etc. from their two years of study. 

It is described as a non-assessed but required document, as students need their journal 

to successfully complete the required assessments. The journal may take any form, 

i.e., digital or hand written, that the student chooses.  

● Research. This section stresses the importance of using both primary and secondary 

sources, cited accordingly. 

● Theatre Core Syllabus. This section again describes the three core areas of the course, 

and lists additional examples for how teachers can present opportunities for students 

to interact with these topics.  

● Teacher Support Material. This insert advises teachers of additional support materials 

available online through the IB portal. This includes community-sourced sharing, 

usually produced by individual teachers. IB-created curriculum support materials are 
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listed as available for purchase (40).  

● Linking the Theatre Core Syllabus Areas to the Assessments Tasks. This section 

comprises an illustrative chart that describes these links. 

● Assessment in the Diploma Program. This section describes the two types of 

assessments used in all six subject areas: formative and summative. It states that the 

IB Program focuses mainly on summative assessments but that formative assessments 

should be created and used by the teacher. It states that the IB uses standards-based 

assessments as opposed to norm-referenced. Past papers, mark schemes, and other 

curriculum support materials are advertised for sale though the IB website (40).  

● Assessment Outline. This charts the four assessment tasks required for the HL 

Theatre course. The IB categorizes them as:  

○ Task One, the Solo Theatre Piece;  

○ Task Two, the Director’s Notebook;  

○ Task Three, the Research Presentation; and  

○ Task Four, the Collaborative Project.  

For both the SL and HL level courses, the first three tasks are externally assessed 

(EA) by an outside examiner, and task four is internally assessed (IA) by the teacher. 

IAs are subject to moderation by an outside examiner pending class size. In SL 

Theatre, the students are exempted from completing Task One.  

● External and Internal Assessment Details. This section makes up the bulk, or roughly 

half, of the syllabus. It contains a breakdown of each individual assessment, including 

the overall percentage of the project, an introduction to the task, the preparation 

process, links to the three core standards of the course, recommendations for using 
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the theatre journal, task details, the role of the teacher, examples of potential 

applications, structure, academic honesty, formal requirements of the task, and four 

benchmark grading rubrics. 

● Glossary of Command Terms. This section offers a list of key terms linked to their 

assessment objective level. 

The IB Theatre Guide informs the IB Theatre course. A noted distinction exists between the IB 

Theatre course and the IB Theatre Program, both referenced in this research. The IB Theatre 

course references what individual classroom teachers craft based upon the Guide—different IB 

Theatre teachers may have drastically different courses. The IB Theatre Program references all 

combined worldwide Theatre courses en masse, including individualized courses, and the 

students and teachers who participate in these. Together, the Guide and course comprise and 

shape the IB Theatre Program.  

1.5 Origins of the Study 

 Prior to the commencement of this study, I had taught middle and high school theatre in 

international school settings since 2008. I had taught IB Theatre since 2010, when I was hired as 

the IB Diploma Program Theatre teacher at Escuela Campo Alegre (ECA), or the American 

International School of Caracas, Venezuela, thus beginning my familiarity with the program. 

Prior to my commencement in the program, I attended an in-person IB Theatre training 

workshop at Queens College, London, UK (2010). Subsequently, I attended additional IB 

Theatre training workshops in New York, USA (2011) and online (2014). In total, I taught both 

the previous IB Theatre Course (2010-20157) and the current IB Theatre course (2014-2016, 

2018-2021) for a total of five years each. Based on this work experience, I rank myself as being 

 
7 The year 2015 marked the final year of assessment for the previous syllabus, as well as the first year of instruction 

for the current syllabus. No assessment was given for the current syllabus that year. 
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reasonably familiar with the IB Theatre Program. 

 During this period, I also attended numerous international educational conferences8 

largely geared towards IB Program implementation. I gradually noticed a trend where most IB 

Theatre teachers expressed ongoing struggles in determining relevant and diverse course content 

for students, when their own training had not necessarily prepared them for this. They lacked 

sufficient support materials to deliver diverse content in an international theatre course.  

This issue was exacerbated by the release of the IB Theatre course update9 (the current 

syllabus) for the 2014-2015 school year. The previous course had entirely open content, where 

no genres, time periods, or cultures were mandated for student exploration. The current IB 

Theatre syllabus shifts the assessments topics to include 25% IBO-prescribed content. Other 

assessment adjustments appeared to limit the flexibility that students had previously had over 

their own approaches to learning (see Chapter Four for further analysis). 

While some of the newly prescribed content and assessment structuring reduced the 

possible fields of study from thousands of options to dozens superficially alleviated the issue of 

teachers struggling to find appropriate content, it created a previously unexperienced situation of 

the IBO’s apparent promotion of specific theatre styles over others. This specific tailoring of the 

assessments also resulted in the compounded issue of teachers and students selecting 

appropriately diversified coursework and assessment content from a now more limited pool of 

content, all resulting in a more complicated delivery of international-mindedness within the 

program. These resulting byproducts of the new Guide and course structuring suggested that a 

deeper analysis was needed to more fully understand and appreciate the IB Theatre program.  

 
8 Conferences included VANAS, AASSA, and SAAC, i.e. Venezuelan Association of North American Schools, 

Association of American Schools in South America, and South American Activities Council.  
9 Courses are revised on a seven-year teaching cycle (IBO “Latest curriculum updates”).  
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1.6 Approach of the Study 

 The issues raised in this introductory chapter reveal an enigma concerning the IBO’s 

cornerstone notion of international-mindedness and its successful application in the IB Theatre 

Program. The overall concern of this research is an examination of its primary literature, the IB 

Theatre Guide, for international-mindedness manifestations within the course. As international-

mindedness is an IB and course-embedded term, the IBO’s definition will be used as the basis 

for this IB Theatre Guide analysis. Such an analysis ultimately seeks a determination of 

international-mindedness promotion and execution within the course as beneficial versus 

problematic. Based upon the analysis’s ultimate determinations, I propose a variety of 

recommendations for further strengthening and correction of program aspects. In creating this 

written discourse, I seek to provide support to IB Theatre teachers, students, and administrators  

by clarifying and balancing uncertain or ambiguous areas of the IB Theatre course, bringing 

attention to often less-studied Theatre forms, and further discussion and support to IB Theatre 

classrooms.  

1.7 Research Parameters and Assumptions 

 Vital to this study is acknowledging its scope and inherent parameters. This research is 

meant to act as an internal, not external audit of the IBO’s own objectives and claims regarding 

their Theatre Program and international-mindedness. This is as opposed to others’ analyses, 

definitions, or program applications which may employ outside criteria to determine term 

definitions or effectiveness. As such, this research will analyze only IBO-generated materials 

versus externally produced materials.  

The IBO states that specific Western educators (see 1.3 The International Baccalaureate 

Organization Diploma Program) were influential in the creation of its pedagogical model 
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(“History of the IB” 4). In order to further conceptualize the IBO’s functional model of 

international-mindedness, any specific content and pedagogical suggestions will focus on 

helping to diversify proposed content with non-Western options, as opposed to best fit. With this 

proposed investigation of non-Western content comes the responsibility of avoiding 

appropriation through cultural sensitivity and awareness in the selection process (see Chapters 

Four and Five for subsequent discussion).  

Finally, this study will be limited by my own biases and perspectives. As a current IB 

Theatre teacher, IB examiner, and trained theatre practitioner, it is not possible to hold a 

completely neutral viewpoint. Rather than attempt a non-biased stance, I will research from the 

perspective of a trained theatre educator facilitating the support of teachers, students, and IB 

administrators who enrich theatre education through their participation in this field.    

1.8 Overview of Chapters 

 Chapter Two will review the literature in two areas. The first will cover literature 

concerning the IBO’s educational ideology. The second area of review will cover current 

methods and practices used in both international and theatre education, independent of the IBO. 

Chapter Two concludes with research questions that have been determined based upon the 

literature review findings. Chapter Three describes the research methodology, specifically 

document analysis. Chapter Four includes a detailed analysis of findings across the Guide’s three 

identified sections, known as Parts I, II, and III, and their found research patterns. Chapter Five 

includes pattern implications, followed by recommendations for future program development. 

Chapter Six concludes the research and identifies future areas of study. 
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Chapter Two: Literature Review 

2.1 Introduction 

This literature review focuses on two dominant topics. The first examines the literature 

concerning international education and the IB Program. These are intentionally grouped together 

to reflect their mutual impact upon one another. The second area of literature examines the 

current methods and practices promoted in international theatre education, independent of the 

IBO. By exploring these two dominant groupings, this chapter aims to identify which areas or 

aspects of international education are the most widely promoted or most frequently documented, 

which display considerable discord, and which areas are in need of further development or 

(re)construction.  

2.2 Part One: International Education and the IB Program 

2.2.1 International Education Definitions 

The discussion of international education literature first requires a working definition of 

the term. Examining four definitions of international education from noteworthy sources reveals 

their commonalities, while simultaneously confirming the lack of a consistent working model. 

The four definitions examined are those stated by the Conference for Internationally-minded 

Schools (CIS); Stewart E. Fraser and William W. Brickman; Mary Hayden and Jeff Thompson; 

and UNESCO. These definitions were chosen for their source diversity, their inclusion of 

multiple interpretations, and their positionality in the overall field. 

The definition provided by CIS is largely relevant because, according to Dr. Ian Hill, 

introduced in Chapter One as a former IBO Deputy Director General and international education 

key figure, it is “the first known working definition of international education devised by a group 

of school representatives from different countries meeting together” ( “History of international 
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education” 34). The CIS first gathered in 1962. In 1968, Fraser and Brickman, two leaders in the 

international education field, published a definition considered by some to be “one of the most 

helpful” (Hayden, “Crossing of frontiers” 17-18). Indeed, the Fraser and Brickman definition is 

the basis for the one developed by Hayden and Thompson, two of the most prolific and 

frequently-cited international education scholars and editors. Finally, UNESCO’s definition also 

remains relevant as it provided the foundational impetus driving the development of the IBO and 

its Diploma Program. Together, these creators (CIS, Fraser and Brickman, Hayden and 

Thompson, UNESCO) represent a self-supporting and self-legitimizing system which 

characterizes the narrowness and at times self-affirming nature of the international education 

field. 

According to Hill, the CIS definition of international education devised by its collective 

of schools was created at a 1962 conference hosted by the International School of Geneva 

featuring fifty participating teachers and heads of schools from across Europe, the United States, 

and Asia (“The History of International Education” 34). They agreed that: 

[International education] should give the child an understanding of his past as a common 

heritage to which all men irrespective of nation, race or creed have contributed and which 

all men should share; it should give him an understanding of his present world as a world 

in which peoples are interdependent and in which cooperation is a necessity.  

In such an education emphasis should be laid on a basic attitude of respect for all 

human beings as persons, understanding of those things which unite us and an 

appreciation of the positive values of those things which may seem to divide us, with the 

objective of thinking free from fear or prejudice. (“Course for Teachers”) 
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This definition’s emphasis on universalism, commonalities, respect, and community cooperation 

was likely politically influenced and motivated, given its timing following the conclusion of 

WWII (Hayden, “International Schools” 328). This may also account for the sexism in CIS’s 

statement of only referring to “the child” as male. It should be noted that while Hill calls it “the 

first known working definition of international education” (“History of International Education” 

34), the conference occurred at the International School of Geneva (ISG), also considered the 

founding school of the IB program, which former Deputy Director Hill often speaks highly of, 

likely skewing Hill’s neutrality.  

The definition provided by Fraser and Brickman states: 

International education connotes the various kinds of relationships—intellectual, 

cultural, and educational—among individuals and groups from two or more 

nations. It is a dynamic concept in that it involves a movement across frontiers, 

whether by a person, book, or idea. International education refers to the various 

methods of international cooperation, understanding, and exchange. Thus, the 

exchange of teachers and students, aid to underdeveloped countries, and teaching 

about foreign educational systems fall within the scope of this term. On the 

negative side, international education also encompasses activities making for 

international misunderstanding, ill will, hatred, and even war. (1) 

While also promoting cooperation and “relationships,” Fraser and Brickman acknowledge 

differences between “individuals and groups” rather than the homogenizing “common heritage” 

as in the CIS definition previously given. They solidify their definition further by proposing a 

purpose for international education via concrete suggestions for action. Fraser and Brickman’s 

notion of “aid to underdeveloped countries” indicates a bias that reflects international education 



21 

as belonging to wealthier, more developed nations, rather than being an inclusive worldwide 

concept (Bartlett, “Personal Interview”). This notion of class separation potentially contributes to 

inconsistencies in the definitions and will subsequently be examined in more detail. They further 

indicate negative causations potentially attributed to international education, but fail to delineate 

the relationship between the two (for example: international education and its relationship to 

war). 

A substantial part of the Fraser and Brickman definition appears as the basis for that of 

Hayden and Thompson. They state: 

One of the most helpful quotations we have found to date in the search for clarification 

of the concept of international education is that from Fraser and Brickman (1968) who 

claimed that international education “connotes the various kinds of relationships—

intellectual, cultural and education—among individuals and groups from two or more 

nations, (being) a dynamic concept (which) involves a movement across frontiers, 

whether by a person, book or idea.” The concept of movement across frontiers seems to 

encapsulate the dynamic nature of the various aspects of education which are generally 

included under the heading of ʻinternational education’ in this context. In particular, the 

concept of a movement across frontiers by a person or an idea would seem to 

incorporate many of the aspects of international education in which we are interested. 

(Hayden, “Crossing of Frontiers” 17-18) 

Most notably, Hayden and Thompson omit the last three sentences of Fraser and Brickman’s 

definition, thus eliminating the potentially negative aspects or connotations of international 

education (Hahn). This potentially causes reader misunderstanding if they lack previous 

knowledge of the Fraser and Brickman definition, risking the interpretation of both definitions as 
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entirely positive. Hayden and Thompson focus the heart of their definition on the “concept of 

movement across frontiers” (17-18). They, like Fraser and Brickman, fail to differentiate 

between a physical crossing or immigration (“person”), an implied economic partnership or 

movement of goods and services (“book”), or cross-national intellectual exchange or partnership 

(“idea”); rather, they amalgamate them together as equal concepts. 

UNESCO authored the fourth definition in this examination, which was penned at a 

general conference “concerning education for international understanding, cooperation and peace 

and education relating to human rights and fundamental freedoms” (144). Held in Paris, France 

in 1974, the conference agreed upon the following: 

The terms international understanding, cooperation and peace are to be considered as an 

indivisible whole based on the principle of friendly relations between peoples and States 

having different social and political systems and on the respect for human rights and 

fundamental freedoms. In the text of this recommendation, the different connotations of 

these terms are sometimes gathered together in a concise expression, “international 

education.” . . . Education should be infused with the aims and purposes set forth in the 

Charter of the United Nations, the Constitution of Unesco and the Universal Declaration 

of Human Rights, particularly Article 26, paragraph 2, of the last-named, which states 

“Education shall be directed to the full development of the human personality and to the 

strengthening of respect for human rights and fundamental freedoms. It shall promote 

understanding, tolerance and friendship among all nations, racial or religious groups, and 

shall further the activities of the United Nations for the maintenance of peace.” 

(UNESCO 143) 

Uniquely, only UNESCO’s definition mentions religion, race, the promotion of peace, 
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and the promotion of the United Nations’ goals. This definition, as well as other key UNESCO 

declarations, had significant impact on the IB Program’s formation and its foundational 

philosophies (Hill, “World Class” 2). The enmeshed relationship of UNESCO and the IBO 

makes its definition of international education potentially the most relevant in consideration of 

the IB Theatre Program. 

Together, these definitions highlight the commonalities of humanism, humanitarianism, 

interdependence, and “relationships” (Fraser and Brickman; Hayden “Crossing of Frontiers”) 

while never arriving at a concise definition, whether purposefully or not. The second and third 

definitions emphasize that an actual physical movement is required, i.e., “a movement across 

frontiers” (Fraser and Brickman; Hayden “Crossing of Frontiers”), while the first and fourth 

definitions (CIS; UNESCO) omit this characteristic. Here we note a schism in the field: one 

faction emphasizes the sharing of knowledge, values, and universal goals as the cornerstone of 

international education; the other faction emphasizes the contingency of internationalism resting 

on cultural and physical boundaries, on the locations of students, teachers and institutions.  

Hayden does not see lack of a common language or opinion divergence as deterministic 

to the field, but rather a natural byproduct of diversity and indicative of the concept’s natural 

complexity. In International Education in Practice: Dimensions for Schools and International 

Schools, Hayden acknowledges that “personal views and opinions” (11) have contributed to this 

lack of consensus while simultaneously encouraging the “range of interests” (11). She professes 

that this discord will lead to “a deeper understanding of the subject” of international education in 

the future (11). 

2.2.2 International Schools 

Though none of the above definitions expressly mentions international schools, all are 
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arguably inherently linked to the concept. Hayden and Thompson10 often conjoin the two in their 

edited publications, such as in their above-mentioned compilation, International Education in 

Practice. Range of authorship and publication can be limited and repetitive in the international 

schools field, suggesting that a select few individuals and researching bodies hold at best a 

practiced authority, and at worst a monopolization (see 2.2.4 International Education and the 

IBO). 

If it is difficult to determine a common definition of international education, it is perhaps 

even more arduous to determine what constitutes an international school. According to Robert 

Sylvester, the first international school was the International College at Spring Grove in East 

London, opening in 1866 (Hill, “History of International Education” 18). According to Hill, the 

longest surviving international school is the International School of Geneva, founded in 1924 

(“History of International Education” 33). He further elaborates on the subject, stating 

International Schools had sprung up in different parts of the world to cater for the 

children of parents working outside of their home countries, particularly for the United 

Nations (UN) agencies and outposts. The longest surviving of these schools was the 

International School of Geneva founded in 1924, principally by UN employees (Hill, 

“History of International Education” 33). 

Regarding these schools’ origins, Hill’s statements fail to clarify what made these institutes 

“international” beyond their clientele.  

Despite their prolific publications in the field, Hayden and Thompson debate whether the 

term “international” has any meaning at all (Hayden “Flying Flags”). Examining the offerings of 

scholars beyond Hill and Hayden reveals further discord. Robert Leach, another former 

 
10 George Walker also edits. 
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superintendent of the International School of Geneva, suggests a four-part categorization of 

international schools. His groupings are summarized and paraphrased as the following: 

● Those schools serving students from multiple nationalities, such as in large 

cosmopolitan locations: i.e., London, New York City.  

● Overseas schools promoting a foreign curriculum in a host country, such as 

Asociación Escuelas Lincoln: an American School located in Buenos Aires, 

Argentina. 

● Joint schools supported by two or more different governments, such as the John F. 

Kennedy School of Berlin. According to Leach, these are a relatively small grouping. 

● Schools belonging to a specific international association, such as the International 

School Association (ISA) (Hayden, “Introduction” 27). 

Rather than a categorization system largely contingent upon physical location, Jackie Holderness 

suggests instead that the distinction lies in an emphasis on mindset. She states that initial teacher 

education, continuing professional development, education and action research, and distance 

learning all have the potential to be “internationalized,” regardless of culture, location, or 

citizenship of the faculty or student body (89-99). Her perspective suggests that mindset—

regardless of locality or cultural makeup—permits a school to assume the international title, 

though this remains subjective.  

Brian Garton states that while no exact definition of an international school exists, there 

are “de facto assumptions” that make the term meaningful, such as curriculum, mission 

statements, diversity of student enrollment, board memberships, and faculty appointments (145). 

Garton’s statement, however, brings forth more questions than it answers. Of what type of 

diversity is Garton speaking? Is he referencing the diversity of class, culture, ethnicity, or some 
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other deciding factor?  

The ambiguity of Garton’s statement is not an outlier, but rather a hallmark of the field. 

In attempting to answer the question of international schools, Martin Skelton immediately defers 

back to Hayden and Thompson, as opposed to offering further expansion into the subject. 

Hayden and Thompson in turn suggest a more fruitful discussion would concern defining 

international curriculum rather than international schools (51). Skelton’s deferment to Hayden 

and Thomas as field authority figures is a recurring trend in the international education literature.  

To what degree do scholars separate international schools from international education? 

While laymen may automatically and exclusively identify international schools in conjunction 

with international education, and vice versa, this is not systematically correct. Hayden and 

Thompson state that international education and international schools do not necessarily go hand 

in hand, per se (Hayden “Flying Flags”). Hayden delineates the possible multitude of 

combinations that may occur with different styles of curriculum within the various 

categorizations of international and national schools, i.e., national schools with international 

curriculum, etc. (Hayden “International Schools”). Kevin Bartlett, founder of the Common 

Ground Collaborative and former Superintendent of the International School of Brussels, more 

firmly states that a separation is not only possible, but necessary. He states, “one thing we need 

to separate is the notion of international education from international schools,” and there is no 

reason why “monocultural kids” couldn’t receive an international education (Bartlett Personal 

Interview).  

Charles Gellar, founder of the World International School of Belgium, and former head 

of the Copenhagen International School, aligns with Bartlett and defers to Hill’s previous 

statement cited in Chapter One that the deciding factor of a school’s international status lies in its 
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“international-mindedness” regardless of its enrollment, location, or labeling (43). He stresses 

two distinctions, “one educational and the other ethical” (43). The first “emphasizes studies in 

world history and literature, world cultures, stressing the interdependence of nations and peoples, 

and de-emphasizing the study of such topics from the perspective of only one country or of a 

select region” (43) while the second “espouse[s] and uphold[s] certain ‘universal’ values and . . . 

make[s] them an integral part of the life of the school, its community and, particularly, the 

children in its care” (43).  

As there is no clear common definition of international education—or schools—to 

facilitate this research, the working definition of this dissertation will be an international 

education is one that emphasizes international curriculum, via context and cultural perspective, 

versus one that focuses upon physical location, composition of faculty, and/or student body. 

Likewise, for the purposes of this research, an international school is one that teaches an 

international curriculum.  

2.2.3 Values 

An area of partial convergence in international education appears to be the acceptance 

and promotion of ethics or values. “Universal values” (Gellar 44; Skelton 51; Hill, “The History 

of International Education” 23, 24; Dredden 66, 70; Walker “Language” 207) are acknowledged 

by numerous scholars despite their lack of clear delineation. Instead, emphasis is placed on the 

implementation of universal values (Haywood 176) or schools’ overall quality despite lack of 

universality (Hayden “Quality and Diversity” 3; Hill “The History of International Education” 

45) as opposed to qualifying a school’s positionality in relation to existing or proposed value 

systems.  

Select scholars question the ability and legitimacy of this endeavor, however. Keith Allen 
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speculates against fellow scholar Ryan Kelly’s declaration of finding “universal truths” which 

include the vague concept of “some degree of honesty” (132). Although Allen proposes the 

question of asking what universal values are, he himself is unable to provide an answer. One area 

that the international education literature fails to address is how universal values could be 

determined, applied, and evaluated in a field that draws its own identity from its diverse and 

dynamic nature. Some institutes by-pass the concept of “universal values” to place an emphasis 

on specific notions such as empathy (Bartlett “Part One,” “Part Two,” “Personal Interview”), 

tolerance (Hayden “Perceptions”), community action or service (Gartin 153), or responsibility 

(Bartlett “Articulating”). Some further theorize a concentration on culture and values together 

(Roger Brown 75, 76; Allen 129; Walker “Our Shared Values”). Allen professes that a total 

adoption of Western or globalized culture will likely lead to “cultural clash(es)” and that “some 

key values” of the local culture should be adopted into school policy, but does not extrapolate 

this notion or provide a working example. While Bartlett states that “hopeful[ly] there are signs 

that organizations are . . . making a bigger contribution to the values side of international 

education not just the international education as an industry” (Personal Interview), these 

discussions currently lack specificity as to what a “contribution to values” entails, and how they 

would coalesce into culturally diverse, international communities. 

Finally, Hill, “gleaning” from four sources11 on international education, argues that 

“attitudes” such as commitment to social justice, empathy, respect, environmental concerns, and 

sustainability are all characteristics of international education. He then segues into a discussion 

of such qualities in the IB Program, in which he states all the above attributes are hallmarks 

(“The History of International Education” 40).  

 
11 UNESCO, Muller, Oxfam, the department for education and employment for England and Wales (Hill “The 

history of international education” 39).  
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2.2.4 International Education and the IBO 

Direct and indirect references to the IB Program occur frequently in much of the 

international education literature. International education can and does exist apart from the IB 

Program; however, due to a web of interlinking connections it is difficult to determine exactly 

how much influence the IBO has continuously had in the field of international education.  

This complex interplay begins with prominent international education scholars. The oft-

cited Hill is a prolific individual contributor in IB-related literature, often speaking favorably of 

the program. Hayden and Thompson are also leading scholars and editors on generalized 

international education, who also carry significant ties to the IB Program. As of 2020, Hayden is 

Department Head of Education and Professor of International Education at the University of 

Bath, and currently serves on International and Middle Years Curriculums Advisory Boards for 

the IB Program (University of Bath, “Mary Hayden”). Hayden began her association with the 

IBO and international education in 1982 (Hayden, International Education in Practice 7). 

Thompson is a visiting/honorary Professor of Education at the University of Bath (University of 

Bath, “Jeff Thompson”). Thompson is considered a “popular and highly regarded figure on the 

IB and international schools stage for over 40 years. His roles in the IB have included Chief 

Examiner for IB Diploma Chemistry and Physical Science, Chair of the IB Examining Board, 

and Director of International Education’’ (Hayden “Professor Jeff Thompson”). Currently the 

IBO offers the Jeff Thompson Research Award, which “provid[es] IB practitioners, graduate 

students and early-career university professionals with awards to conduct research related to IB 

programmes” (IBO “Jeff Thompson”). While the pair have strong associations with the IB 

Program, they also dominate a significant portion of the international education literature not 

specifically related to, or targeted at, the IB Program.  
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As stated, both Hayden and Thompson currently hold professorships in the University of 

Bath’s Education department. This same department is also home to an IB Research Center (IBO 

“Office Locations”). These three entities—Hayden and Thomas, the University of Bath, and the 

IB Research Center—form an interconnected loop permeating much of the literature on 

international education.  

In this international education literature, scholars regularly reference Hayden and 

Thompson as field experts. This is particularly common in articles that are edited and compiled 

into one of Hayden and Thompson’s own publications (Gellar 44; Skelton 51, 60; Drennen 72; 

Holderness 89, 94; Richards 112; Hayden, “Pragmatism” 118, 119; Allen 133; Garton 145, 146; 

Cambridge 166; Haywood 168; Wilkinson 184, 187, 189; Walker, “Language” 210). Hill is 

another oft-referenced source. For example, in Hayden and Thompson’s publication, 

International Education in Practice: Dimensions for Schools and International Schools, every 

author save one12 directly references 1) Hill, 2) the compilation editors, Hayden and Thompson, 

and/or 3) another author published within that same compilation. This repetition and frequency 

demonstrate these figures authority in the field of international education, and likely contribute to 

the minimal range of other referenced field scholars.  

Other key organizations, locations, and terms that are heavily associated with the IB 

Program in the literature are UNESCO (Skelton 51; Allen 141; Wilkinson 185; Walker, 

“Language” 205, 206, 209), the International School of Geneva (Sylvester 29; Gellar 43), and the 

concept of “international-mindedness” (Gellar 43; Skelton 51, 62, 63; Drennen 65; Hayden 

“Pragmatism” 125; Allen 130; Cambridge 165; Walker “Language” 207, 209, 211). As 

established, the IBO’s educational philosophy is directly informed by UNESCO (Hill, “World 

 
12 See Richard McDonald (193-203). 
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Class Education” 3); the International School of Geneva is the founding school of the IB 

Program and site of the CIS conference that produced the first definition of international 

education (see 2.2.1 International Education Definitions) (IBO “History of the IB”); and 

international-mindedness is a key term within the IB Learner Profile and curriculum, and draws 

origins from UNESCO (Hill, “World Class Education” 17). While the IBO does not lay sole 

claim to these locations, organization, or concepts, they and their concerning literature are often 

highly associated with them. Consequently, a substantial amount of international education 

literature is either directly or indirectly connected to the IBO, whether by virtue of the program 

itself or through a tangential connection to Hayden and Thompson, Hill, UNESCO, or the 

American School of Geneva. This can potentially led to some international education literature 

being an inward looking, or a self-referencing body. Hence this dissertation’s critical 

examination of international-mindedness within the IB Theatre Program serves to expand the 

current field discord, if only by offering an “outsider’s” perspective. 

The above literature illustrates indirect references or connections to the IB Program; 

however, there is of course a noteworthy body of literature that discusses the IBO’s direct 

involvement with, and influence upon, international education. The IBO itself produces an 

abundant variety of publications directly relevant to its history, research efforts, demographics, 

programs, courses, and a variety of other areas. It additionally sponsors the International 

Education Research Database (IERD), a collaborative platform monitored by the IBO that 

“depends heavily on the additions of its users” (IBO “Research Database”). 

Hill produces articles geared towards the influence of the organization overall, often from 

a favorable perspective (i.e., “An International Model of World-Class Education: The 
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International Baccalaureate”13). Hill identifies the IBO’s origin as a deliberate push to create a 

program that emphasizes “critical thinking skills,” promotes an “international perspective,” and 

provides a high school diploma that is accepted at higher education institutes around the world 

(Hill, “World Class” 2; Hill, “The History of International Education” 33), as opposed to an 

organic result of multiple stakeholders within the International School of Geneva. Another 

possible driving impetus behind the program was a concentrated focus on university acceptance, 

again making the program’s creation more practical and less idealistic (Gellar 44).  

Others’ stance on the IB Program is more critical, but it is still utilized it as a point of 

reference or benchmark within the international education community (Skelton 63; Drennen 66; 

Brown 81; Bartlett Personal Interview). According to Bartlett, the IB Program is “iconic” within 

the international education community (Personal Interview). 

2.2.5 Westernism Within the IB 

Due to its history and European origin, the IBO has been associated with Westernism or 

Eurocentrism (Bartlett Personal Interview; Fox; Bruce). Bruce brings attention to the fact that the 

IBO is “clearly Western” in its value system and its choice of instructional languages (English, 

Spanish, French). Hill himself, normally a champion of the program, acknowledges that students 

might “have more or less ‘internationalism’ in their complete programme depending on which 

courses they choose” and that “[t]his issue is yet to be resolved” (“The History of International 

Education” 41). He goes on to claim that the core areas of the IB Program, i.e., the EE, TOK, and 

CAS (see 1.3 The International Baccalaureate Organization Diploma Program), should foster 

interactions “with other cultural groups in their local community.” He acknowledges that “[n]ot 

all IB schools, however, are able to do this” ( “The History of International Education” 41). 

 
13 Hill’s abstract states “This article posits that world-class education is international education, as defined by 

UNESCO” (1). 



33 

This possibly overtly Western perspective is also evidenced through the IBO’s own self-

published Theatre materials. For example, the IB Theatre Guide offers a selection of thirty 

acceptable world theatre traditions that a student must use to research and explore as part of their 

Research Investigation assessment (63-64). Here, eleven out of a possible thirty choices can be 

categorized as Western, while the remaining nineteen could be categorized as Eastern. This 

contradicts the claim of Westernism, as the choices could be interpreted as the IBO’s legitimate 

attempt at diversity and inclusion of non-Western cultures and contents. However, it could 

equally be viewed as reinforcing the East-West dichotomy, or “fixed concepts of culture/race,” 

promoting national elitism and Western hegemony (Berger 276). Indeed, the inclusion of only 

two regions of world theatre—Western Europe and Asia—creates the false perspective that 

theatre exists on a cultural binary lacking other worldwide examples. This assumption potentially 

contributes to the separation of the two regions, and of a “Western versus Eastern” mentality. 

This particular section of the IB Theatre Guide will be further described and analyzed in 4.4.3 

Research Presentation Prescribed List.  

These preliminary discoveries suggest that a deeper investigation is needed to determine 

specifically how the IB Program, and the Theatre course, contributes to an international 

curriculum. Regarding this discord, Roger Peel, former Director General of the IBO, questioned: 

[Is] the IB just another variant of the proliferation of national systems around the world, 

or do we in fact provide a service that transcends such boundaries in ways that are 

unique? The answers to such questions depend to a large degree on our interpretation of 

“international” and how we choose to infuse it into our curriculum. (Drennen 68) 

The IBO appears supportive of this style of self-reflective research (i.e., the Jeff Thompson 

Research Award). One particular report via the University of Bath, in cooperation with the IBO, 
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examines school practices in developing international-mindedness in IB schools (Barratt 

Hacking et. al), which acknowledges the natural tensions and difficulties involved in this process 

(see 3.3 Rationale, 5.5.1 Pattern One Implications for further discussion). 

2.2.6 Elitism 

While the larger field of international education remains independent of the IBO, both 

have been associated with elitism. Bartlett notes this is likely attributed to the origins of 

international schools (see 2.2.2 International Schools). “There was no wonderful coherent 

philosophy behind international schools, there were bunches of expats scattered around the world 

who wanted an education in English” (Personal Interview). Schools were established for the 

children of these expats, often by “companies prepared to pay.” Therefore, high fee-paying 

private schools were established, and tuitions have remained high throughout the years (Bartlett 

Personal Interview). 

The IBO itself has been directly accused of “academic elitism” (Fox 68) but its clientele, 

described as international or globally “mobile,” are also indirectly complicit (Gellar 43; Hayden, 

“Pragmatism” 125; Cambridge 158; Wilkinson 186, 188; Walker, “Language” 208, 212). By 

default, a certain level of classism tends to be associated with these students. Selected scholars 

make reference to “third culture kids,” or TCKs (Holderness 99; Allen 133; Langford). Third 

culture kids are described as children raised in a culture separate from their parents and the legal 

country of their birth. This potentially also implies children of immigrant workers or refugees; 

however, a certain implication of global mobility and, by association, economic privilege, is 

afforded to TCKs that is not extended to the latter groups. When referencing the existence of 

TCK students, little scholarly critical emphasis is placed on students’ gender, ethnicity, or race. 

Diversity is a highlighted criteria for both international education and schools; however, the 
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concept of TCKs indicates an importance attributed to socioeconomic status and familial 

mobility, rather than ethic or national identity.  

2.2.7 Diversity as Impetus for Change 

As previously established, international education and international schools are strongly 

associated with diversity, as evidenced in the various definitions of international education, 

specifically in the notion of “crossing frontiers,” via a “person, book or idea” (Fraser and 

Brickman; Hayden “Crossing of Frontiers”). Returning to the argument addressed above, i.e., a 

globally mobile clientele, suggests a dynamic student body and school community, colloquially 

known as “airport schools” (Bartlett Personal Interview). Bartlett personally encourages 

embracing this volatility within the field. Currently, he hopes more than ever for a push toward 

diversity, to be achieved through such organizations like The Diversity Collaborative, Next 

Frontier Inclusion, and Lead Inclusion. Further, some international schools themselves are “re-

addressing diversity; socioeconomic diversity, learning diversity, linguistic diversity” (Bartlett 

Personal Interview). He states that international schools, and by default international education, 

are the ideal platform to be inclusive of all types of diversity: LGBTQ+, special learning needs, 

women in positions of leadership, and other potential areas of inclusion. He hopes this push 

towards greater diversity will help jumpstart the somewhat stagnant world of international 

education.  

2.2.8 Research into the IBO 

 The final area of review concerns research into the IBO, as several doctoral dissertations 

situate and guide this investigation. Specific case studies include analyzing students’ global 

characteristics as factors in their educational success in IB schools (Yates), student 

interpretations of successful contributing factors to their overall understanding and embodiment 
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of international-mindedness (Wells), and admin-level policy making concerning correlations 

between school-held values and initial IB Program implementation within a school (Clissold). In 

situating this research against values (Clissold) and global characteristics (Yates), while these 

factors inform international-mindedness, they remain apart from it. These site-specific case 

studies lack a scope of broader research, respectively representing micro-concentrations on ten 

Missouri public schools (Yates), one bilingual school of Bogata, Colombia (Wells), and two 

Hawaiʻi state school complexes protected under pseudonyms (Clissold). 

Broader investigations that more closely align with this research’s objectives include how 

educators apply and “sense make” the concept of international-mindedness through the lens of 

their own backgrounds and experiences (Rodway), how students interpret international-

mindedness, namely as personal and parental responsibilities (Beek), and how the IBO uses 

language in the IBO Bulletin Series, employing the discourse of Foucault’s power dynamics 

(Hahn). While Rodway and Beek locate the IBO in a position of passivity regarding 

international-mindedness, Hahn’s examination assigns a level of responsibility to the IBO. This 

dissertation lies in the unexplored intersectionality of these various research investigations , and 

questions the IBO’s own use of language and criterion in interpreting and implementing 

international-mindedness in its programs. 

2.2.9 Part One Conclusion 

In summation, international education is closely affiliated with, if not enmeshed within, 

international schools’ values, diversity, and their negative associations with elitism and 

separatism. The International Baccalaureate Program remains in close and significant proximity 

to the field of international education, yet acts as a separate working body. The literature review 

of international education and the IBO provides few definitive points of agreement, but rather 
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elicits a variety of questions regarding structure, field norms, and a common working language. 

Limited range of scholarship, coupled with the perceived exclusionary or inherent separateness 

of the field results in international education literature currently being somewhat introspective 

and self-referencing in nature, making impartiality or deviation from the field “norm” somewhat 

of a rarity.  

2.3 Part Two: International Theatre Education 

2.3.1 Introduction 

Part two of this literature review examines the current methods and practices that are 

promoted in international theatre education, independent of the IBO. The two most significant 

takeaways from this section of the review are first, the scarcity of materials published in this 

area, and second, the prevailing influence of the IBO despite a marked effort to find independent 

materials.  

Much like the field of international education, this subject area displays a certain 

vagueness or dynamic nature. A search of “international theatre methodologies” produces a 

plethora of results that skirt the subject of internationalism without effectively qualifying or 

defining it. However, this analysis uncovered a currently unacknowledged field discrepancy: the 

current lack of distinction between literature that examines or promotes international 

perspectives in drama, versus literature that researches or documents methods or content 

specifically designed for the international theatre student or the international theatre classroom. 

Though both experience a dearth of materials, literature that promotes an international drama 

perspective currently has slightly more documentation.  

2.3.2 International Drama Perspectives and Methods for the International Classroom 

This sub-section of the literature review serves to highlight two main themes: one, that 
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materials concerning international drama and theatre education are currently scarce or 

undeveloped; and two, that while drama and theatre education literature may potentially apply to 

international educational settings, it is not specifically designed for it. While the reader may 

potentially extrapolate useful information, there is currently not an abundance of these 

specialized materials. 

Judith Ackroyd’s Research Methodologies for Drama Education compiles multiple 

authors’ suggestions and opinions taken from the International Drama in Education Research 

Institute Conference, held in 2004. This compilation contains broad subject areas such as 

ethnography (Bacon; Gallagher “(Post) Critical”; Grady) and post-structuralism (McCormick). 

Global movements such as feminism can potentially be considered international, as they cross 

cultural and national lines. However, to reference this specific example, feminism has previously 

been considered to be a Western concept (Dixon) which presents the dual predicament of 

excluding non-Western cultures, while simultaneously focusing the balance of power on the 

monolith of “the West,” rather than recognizing or acknowledging the diverse cultures or nations 

that exist within that makeup. Therefore, universal concepts or movements have the potential 

downfall of unconsciously promoting uniformity, thus limiting cultural authenticity, and 

potentially promoting cultural erasure or assimilation. 

Prominent Canadian author Kathleen Gallagher’s Drama Education in the Lives of Girls: 

Imagining Possibilities interviews nineteen Catholic school girls, sixteen whom she describes as 

first-generation Canadians with varying ethnic backgrounds, and three described as “new 

Canadians,” having immigrated from South America, Europe, and Asia. She describes this mix 

as “very representative of the diversity found in this and many other inner-city schools” (20). 

Gallagher also emphasizes that “ethnography is critical in drama research because it captures the 
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process of classroom action and spontaneity” (13). While this is an important factor, this 

particular research is geared more toward the gender identity of the students as opposed to their 

nationalities. Gallagher acknowledges the importance of honoring classroom diversity; however, 

in this particular instance her methods and approaches aren’t necessarily designed for 

international students, but rather, for those who are specifically assimilating to their new home 

culture. Here we see the trend in international theatre education: dramatic methodologies that can 

apply to international students but that are not necessarily designed for them. (For Gallagher’s 

other works, see Why Theatre Matters: Urban Youth, Engagement, and the Pedagogy of the 

Real; and How Theatre Educates: Convergences and Counterpoints with Artists, Scholars and 

Advocates.)   

In order to acknowledge the existence of sources beyond Gallagher, search criteria for 

this research was widened to include materials concerning the broader topics of drama and 

theatre education, whether international or otherwise. The literature then includes a notable 

number of published educational theatrical journals that have no particular emphasis on 

internationalism. This includes several theatre-focused journals, such as The Youth Theatre 

Journal, The Teaching Theatre Journal, Applied Theatre Research, Research in Drama 

Education, The Journal of Drama and Theatre Education in Asia, and others. However, these do 

not specifically denote an interest in international theatre education. While they may periodically 

contain articles concerning international education, as a whole collected body, they are not 

necessarily relevant to this research. 

A deeper examination of one sample text, Key Concepts in Theatre/Drama Education, 

edited by Shifra Schonmann, offers the reader fifty-seven drama education articles. With the 

exception of a handful of texts, such as Cheela F. K. Chilala’s “The African Narrative Tale as a 
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Tool of Education,”, or Lorenzo Garcia’s “Latino TYA: Portraying Practices of Loss and/in 

Assimilation,” the vast majority of the articles follow the previously mentioned pattern: their 

methods potentially apply to international students without specifically being designed for them. 

For example, a large distinction can be made between materials designed for Latin American 

students, and international students living in Latin America. While this argument could 

potentially be expanded across other examples of drama and theatre education literature, that is 

not the driving force of this research and will therefore conclude this section of the literature 

review. 

When researching the second subsection of this review, methods for international drama 

and theatre students and classrooms, a small selection of journals as well as two major 

organizations come to the forefront. We will begin with the discussion of journals before 

concluding this section with a discussion of these organizations. 

2.3.3 Journals 

The International Journal of Education and the Arts is perhaps the most relevant, 

consistent source concerning international drama and theatre education. Featuring twenty14 

volumes published from the year 2000 onwards, the journal offers open access to the public. 

Authors, editors, case studies, and subject content range globally. While not all articles are 

theatre specific, the impetus behind this journal embodies the ideology and methodology of 

internationalism in arts education that this literature review had not yet previously encountered. 

However, a wider focus on all arts subjects versus theatre limits the relevance of the journal.  

There are other journals in circulation, such as The Youth Theatre Journal; however, 

these appear to be less relevant to this research due to their focus on subject matters other than 

 
14 As of June, 2019. 
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international education. Another example is The International Journal of Drama Education, 

published by National Drama. While it promotes itself as international, the lens of the journal is 

self-proclaimed as British. It refers to itself as “the UK’s leading professional association for 

drama teachers and theatre educators.” In its April 2019 edition, it states “This issue of Drama 

Research has a distinctive international flavour as it contains three articles that report on research 

studies in countries other than the UK: in USA, Greece and China. Nevertheless, they each draw 

on reference to work originally developed in the UK”. While the journal may be promoting 

“international flavour” in theatre education, there is an acknowledgment that a “reference to 

work” done in the UK is still critically important to its validity within the context of the journal.  

2.3.4 Organizations 

There are currently two critical international theatre organizations that enjoy significant 

influence in the field. The first is the International Drama Theatre and Education Association, or 

IDEA. IDEA’s purpose is to “represent drama/theatre and education in a world context.” Its 

mission is to “liaise with other national and international organisations working in all fields 

relevant to education, especially education through the arts” (IDEA Drama). Participation in 

IDEA is acquired through a paid membership. The organization offers self-published materials 

as well as facilitating “the circulation of information relevant to drama/theatre and education” 

(IDEA Drama). 

The second, and potentially most crucial, international theatre organization is the 

International Schools Theatre Association, or ISTA. ISTA’s mission and vision statement 

declares that it brings “together young people, artists and teachers from different countries in 

different settings to experience, create and learn about theatre. We passionately value diversity 

and collaboration, celebration and play, friendship and collegiality” (“Our Mission”). 
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ISTA is a paid membership organization headquartered in Cornwall, UK. Founded in 

1978, the organization offers its members various publications, including their tri-annually 

published magazine, Scene; drama festivals; student and teacher workshops; and teacher training 

programs. ISTA currently15 has over 250 member schools from over 100 countries, making it 

“the most diverse educational theatre organisation on the planet” (“Membership”).  

Despite a detailed search for theatre organizations independent of the IBO, ISTA also has 

an established and multifaceted relationship with the organization. Apart from its three 

independent categories of dramatic festivals (for high, middle, and elementary schools), ISTA 

also offers the IBO-related Theatre Arts Program Symposium, or TaPS. TaPS is “[a]imed at 

students studying the International Baccalaureate theatre programme” (“TaPS”). TaPS promises 

to connect and engage students with other fellow IB theatre students, and prepare them by 

sharpening the skills they will need to complete their various IB assessments. As a sampling, 

ISTA offered TaPS programs in Kuala Lumpur, London (four in total), Manchester, New York, 

Jakarta, and Hong Kong from the calendar period of September to December, 2019 (“TaPS 

Events”). 

Moreover, ISTA currently runs all of the IB DP Theatre training programs16 for the 

organization (“IB Teacher Workshops”). Divided into three escalating categories, each focuses 

on different and progressively more detailed aspects of the IB program. Workshops are offered 

both in person and online for all three categories. I have personally completed three ISTA IB DP 

workshops (see 1.5 Origins of the Study). As a participant, I found the live workshops to be 

engaging and informative, if perhaps somewhat prescriptive to the pedagogical approaches of the 

 
15 As of July, 2019. 
16 Though not mandatory, it is recommended that all IB teachers receive training for their respective courses. It is 

common for schools to pay the fee for the teacher as part of their professional development, though it is possible for 

a teacher to pursue IB training on their own, independent of a school.  
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course. 

The current IB DP Theatre Curriculum manager, Michael Bindon, further elaborates on 

the relationship between the IB and ISTA: 

ISTA is the global provider for the IB’s face-to-face professional development 

workshops. ISTA are actively consulted with during each development cycle for theatre. 

As a key global stakeholder and an active representative for the worldwide DP theatre 

teacher community, ISTA are kept regularly informed about review timelines and key 

subject developments, as well as directly collaborating with the IB in the planning of new 

face-to-face workshops and other professional development activities. Many members of 

the curriculum review process are ISTA artists or workshop leaders, but there is no 

prerequisite or expectation for a participant in the review process to have any 

involvement with ISTA. (Personal Interview) 

ISTA is inarguably the kind of international theatre organization this research ultimately 

sought to uncover. However, ISTA’s direct beneficial partnership with the IBO must be taken 

into consideration when examining ISTA’s methods and educational approaches’ best practices. 

This section of the literature review ultimately set out to find international educational theatre 

resources independent of the IBO. However, at the conclusion of this section of the review, this 

appears as an improbability, as the most renowned and prolific theatre organization to date 

maintains a direct partnership with the IB Program. 

2.3.5 Part Two Conclusion 

The objective of this section of this literature review was the examination of current 

sources, methods, and practices promoted in international theatre education, independent of the 

IB Program. This was ultimately unsuccessful due to four prevailing factors. One, there is a 
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considerable lack of organizations publishing this type of material. Two, sources that regularly 

publish information on theatre education lack an international emphasis. Three, sources that do 

concentrate on international education are more generally geared towards the arts overall as 

opposed to theatre specifically. Four and finally, one of the two organizations that provide 

consistent pedagogical approaches to international theatre education, ISTA, has a well-

established relationship with the IB Program. This makes its contributions towards the field 

enmeshed with the IBO. This section of the literature review concludes that independent, 

consistently reliable information concerning international theatre education and research is 

currently lacking in the field.  

2.4 Literature Review Summation  

A summation from the preliminary review of the subject literature is as follows:  

●  International education and the IB Program are often incorrectly misconstrued as 

interchangeable bodies, and therefore are occasionally presented or perceived as 

equivalents.   

● This association is potentially due to the IBO’s substantial influence over, and 

infiltration into, the field of international education.  

● The IBO prominently declares that its program is greatly influenced by UNESCO. 

This is exemplified through such program aspects as the promotion of “international-

mindedness” in the various courses.  

● Whether by coincidence or design, multiple aspects of international education and the 

IB Program trace substantial ties to the UK. More specifically:  

○ The University of Bath: site location of the IB Research Center, and employer 

of Professors Mary Hayden and Jeff Thompson, the two prolific publishers in 
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and contributors to the field of international education, both with well-

established ties to the IB Program. 

○ Cornwall, UK: site location of one of three IBO regional world offices (Office 

Locations); and home of ISTA, one of the major organizations concerning 

international theatre education17 in the world, exclusive provider of all IB 

Theatre teacher training, and offeror of exclusive workshops directly focused 

on preparing students for the IB Theatre Program. 

● There is a trend of limited and habitual contributors authoring the bulk of 

materials pertaining to and dictating the criteria of all international education, 

including or excluding the IB Program, making the field somewhat insular (see 

2.2.4 International Education and the IBO).  

● Multiple IB programs claim a promotion of international-mindedness, including 

the IB Theatre Program.  

● The IBO recognizes the application of international-mindedness in schools as 

problematic (Barratt Hacking et. al; Hill, “The History of International Education” 

41).  

2.5 Research Questions 

 Based on this preliminary analysis, I have formulated the following research questions. 1) 

What are the claims the IBO makes concerning its program in relation to international-

mindedness? 2) How do those claims manifest themselves within the IB Theatre Guide? 3) How 

are these claims functionally and beneficially delivered by the IB Theatre Program? 4) How are 

these claims contradictory or unsuccessful within the program? 5) How can current stakeholders 

 
17 This also includes non-IB related subject matter.  



46 

work to increase successful program implementation that further supports international-

mindedness and the IB Theatre Program?  
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Chapter Three: Methodology 

3.1 Introduction 

 The chosen approach for this research is a qualitative methodology grounded in 

document analysis, particularly based on the works of Glenn A. Bowen and Zina O’Leary. This 

framework facilitates the critical analysis of specific theatre-related documents in the IB 

Program’s canon, specifically its IB Theatre Guide, which serves as the course syllabus. This 

chapter will commence with a description of method design, followed by rationale, the 

acknowledged parameters of the study, and a description of methods undertaken by the 

researcher.  

3.2 Description of Methodology 

Document analysis methodology provides the grounding for this research. Endorsed by 

educators Glenn A. Bowen and Zina O’Leary, document analysis is “[t]he analytic procedure 

[that] entails finding, selecting, appraising (making sense of), and synthesising data contained in 

documents” (28). From these documents, gathered data is “then organised into major themes, 

categories, and case examples specifically through content analysis” (Labuschagne 101). Where 

partial or incomplete records exist, a wide variety of documents may be needed; however, quality 

trumps quantity (Bowen). 

Further extrapolated by O’Leary, the complete methodology follows a 16-step process 

divided into two separate groupings. Grouping one concerns the preliminary steps prior to 

gathering the documents. Grouping two refers to procedures after the documents have been 

amassed and selected. However, O’Leary recommends the first eight-step process for all textual 

analysis research; therefore, some redundancy exists between groupings one and two. 

Consequently, this research will follow a slightly modified method, consisting of nine stages, 
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which combines repeated or highly similar steps in order to avoid a superfluous process.  

The methodology, modified18 and paraphrased from O’Leary, is as follows: 

1. Create a list of texts for preliminary examination. This will ultimately include the IB 

Theatre Guide. 

2. Consider the accessibility of texts in regard to linguistic and cultural barriers. This 

will be done through an analysis of the document’s language. 

3. Acknowledge and address biases (of both the texts themselves and the researcher). 

This will be done by examining both the stakeholders in the IBO, as well as 

expanding on the researcher’s own background.   

4. Identify research questions. These were introduced at the culmination of chapter two. 

5. Consider ethical issues. These will be concerning the document’s creators and 

audience.  

6. Gather texts. See point 1.  

7. Assess authenticity of documents (e.g. Who produced it? Why? When? Type of 

data?) 

8. Explore the document’s agenda. This includes background, tone, and purpose. 

9. Develop an organization and management scheme. This will consist of coding the 

data.  

3.3 Rationale 

This checklist, and the general nature of this research, are geared towards evaluating the 

embedded concept of international-mindedness within the IB Theatre Program’s educational 

 
18 As these two eight-step processes are potentially applied separately, the repeated criteria have been combined. 

This includes addressing biases, and evaluating document authenticity. For the full original list of O’Leary’s 

processes, see Appendices C and D. 
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strategies, program structure, and recommended practices. While the IBO has supported other 

investigations into the implementation of international-mindedness, namely The International 

Mindedness Journey: School Practices for Developing and Assessing International Mindedness 

Across the IB Continuum, this additional research investigation is warranted for three key 

reasons. One, the aforementioned and other previous studies (see 2.2.8 Research Into the IBO) 

concentrate on examining how schools, teachers, and student bodies approach international-

mindedness implementation. These investigations are not necessarily concentrated on the 

Diploma Program. Additionally, previous research was not specific to any individual course, 

whereas this research will concentrate specifically on the DP Theatre Program. Two, specific 

research into the IB Program was published through the University of Bath (Barratt Hacking, et. 

al; Wells). The professional relationship between the university and the organization makes this 

research internal rather than external, and likely raises the probability of unintended bias in favor 

of the program. Third and finally, The International Mindedness Journey ultimately concluded 

that difficulties and “fuzz[iness]” existed in regards to definition interpretations and schools’ 

international-mindedness application processes. This indicates an ongoing issue that requires 

further attention and evaluation. 

This research is not concerned with rhetorically determining or arguing the intent of the 

IB Program. As an educational institution and by default a cornerstone of international 

education, the IBO’s mission of “develop[ing] inquiring, knowledgeable and caring young 

people who help create a better and more peaceful world” through “challenging programmes of 

international education and rigorous assessment” (IBO “Mission Statement”) is clearly and aptly 

stated. Rather, as a researcher and competently experienced IB Theatre teacher, I seek clear 

identification of how and where the concept of international-mindedness is measurably 
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embedded in the IB Theatre course curriculum and assessments. This is also opposed to 

potentially extrapolating data from other international educational statements to determine the 

validity of IBO claims. An analytical approach of IBO documentation is justified and warranted, 

as neither of these approaches are stated research aims. 

A modified and adapted version of document analysis was chosen for this research, as it 

provided the analytical structure needed to critically assess content, while simultaneously 

acknowledging the context in which the document was produced (Bowen). Importantly, 

“[d]ocuments provide background and context, additional questions to be asked, supplementary 

data, a means of tracking change and development, and verification of findings from other data 

sources” (Bowen 31). Whereas rhetorical analysis would focus more on analyzing and discussing 

the ramifications of the voice and linguistic style of the document, the IB Theatre Guide’s 

purpose and intent has already been clearly established via the IBO mission statement (see 

above). Further, “[t]he researcher should consider the original purpose of the document—the 

reason it was produced—and the target audience” (Bowen 33). The wording of the IB Theatre 

Guide strongly argues its position of promoting international-mindedness. Rather than seeking to 

determine the IBO’s motive, document analysis appropriately takes, and accepts, the stated 

agenda into consideration and then further establishes the validity of the claim.  

Finally, the ability to “interview” the documents with the previously established research 

questions will offer an innovative perspective on the course curriculum. The scope of the 

questions focuses on determining how aspects of the IB Theatre Program support and assess the 

concept of international-mindedness, both theoretically and definitively. The openness and 

potential variability of the IB Theatre Guide, and hence the program, makes this determination 

impossible with a simple read-through of the documentation. A thorough analysis of the IB 
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Theatre course syllabus, i.e., its Guide, is needed to more concretely determine these answers.  

As a curriculum document, the IB Theatre Guide is already thematically categorized by 

the IBO, with course content and assessments being two of the major categorizations. As 

document analysis itself also incorporates content analysis (Bowen, Labuschagne) this 

automatically includes thematic analysis (Bowen 32). Rather than ignoring the original thematic 

groupings of the texts, document analysis methodology can utilize this categorization to further 

determine to what extent the IBO is able to meet its thematic goals regarding international-

mindedness. Therefore, the analysis of Chapter Four follows the structure created by the IBO 

within its Theatre Guide, i.e., with a commencement of the general overview of information, and 

chronological progression to more detailed and specific IB Theatre course content.  

Bowen and O’Leary’s methodology aptly considers ethical issues. Recalling the 

numerous points of discord in the literature review (i.e., multiple interpretations of definitions 

pertaining to international education and its key attributes, an attempted implementation of 

specific or “universal” values in student learning, accusations of Westernism or ethnocentrism, 

and potential bias or conflicts of interest), document analysis allows the researcher to consider 

the full discord surrounding these topics. Additionally, scarcity or incompleteness of 

documentation, a potential pitfall of this methodology, is a non-issue, as the IBO self-publishes 

its own literature regarding their course.  

Finally, while Bowen acknowledges there is precedent for document analysis to be 

combined with other research methods, it may be aptly sufficient as the primary research 

methodology depending on the nature of the research: “Understandably, documents may be the 

only necessary data source for studies designed within an interpretive paradigm” (29). This 

research follows suit, as a substantial amount of data analysis occurs in organizing the coded 
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phrases found within the literature. Furthermore, as the primary IB source for Theatre Program 

creation and implementation, the IB Theatre Guide is the most appropriate data source available. 

While the IBO does provide access to other supplementary materials, such as the Teacher 

Support Materials, or other IB Theatre publications, accessing these materials is optional (and in 

the latter instance, fee-based), as opposed to the mandatory use of the Guide (see 5.8.2 Pattern 

Four Remedies for further discussion).  

3.4 Parameters  

In discussing the data sources, one primary parameter of this study is the narrowness of 

source origins, as in this case they are solely those published by the IBO. A more far-reaching 

approach to this research may have also included external evaluations or appraisals of the IBO’s 

effectiveness in managing international-mindedness through cultural integration. This could have 

potentially increased and enriched the debate regarding current perceived achievement levels in 

international-mindedness and the most effective integration methods. However, going beyond 

the scope of the dissertation’s more succinct focus could potentially lead to excursions into 

minutia, or diversions into larger context areas, and therefore distract from the purpose and focus 

of the primary research, which lies in measuring the validity of the IBO’s own claims against its 

program structure. 

In terms of discussing the parameters of document analysis methodology, the biased 

selectivity of the data sources must be critically noted. As stated by Bowen, “documents are 

likely to be aligned with corporate policies and procedures and with the agenda of the 

organisation’s principals” (32). The IBO’s position as a well-recognized and often touted 

authority in the world of international education should be critically assessed. While it is 

essential to take the organization’s intent into consideration, a discursive and reserved analysis of 
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its philosophies and practices is also vital to the credibility of this research. While additional data 

sources may have broadened the scope of the research, they would have done little to deepen the 

information gathered concerning the IBO’s self-stated claims regarding international-mindedness 

in its Theatre Program. For this reason, the data analysis is limited to documents published 

directly by the IBO concerning its IB Theatre Program, and does not delve deeply into additional 

narratives produced by, or about, the organization. The textual analysis of these documents is 

based solely on my interpretation. Likewise, the observations are limited in their relation to the 

IB Theatre Program only.  

Finally, the selected bias of the researcher also contributes to parameters within this 

study. As a cis-gendered, Caucasian teacher of the IB Theatre Program, and trained theatre 

practitioner, my progressive perspectives regarding the program, and theatre in general, 

doubtlessly influence my analytical and personal interpretations (see 3.5.1 Document Analysis 

Checklist (O’Leary), 3b Acknowledging and Addressing Biases of the Researcher).  

3.5 Description of Methods 

This section provides preliminary information that establishes the reasoning for the 

structuring of the chapter, the pre-analysis checklist (O’Leary), relevant definitions, and 

explanation of the patterns evidenced within the research.  

The analysis of data will present findings in the same ordered structure in which they 

appear within the IB Theatre Guide. This structure deviates from the more common approach of 

presenting major data points and patterns in descending order of significance. I chose this 

alternative approach for two reasons. First, the IB Theatre Guide is laid out in a specific order, 

i.e., an overview of the IB Program, the IBO’s perspective of the arts in general, the specific 

aspects of the IB Theatre course, and the IB Theatre course assessments. This order intentionally 
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builds on itself to present information to its reader in an order that follows the IBO’s presented 

pedagogical approach; therefore, following that order retains the integrity of the IB methodology. 

Second, certain patterns emerge through the structuring of the document not apparent if the 

analysis was ordered through a hierarchy of its coded data. Presenting the findings in order of 

their overall significance would not lend itself to discussing either of these points. Therefore, the 

major patterns found within this data analysis will be presented at the commencement and will 

be subsequently noted where they appear within the IB Theatre Guide. 

3.5.1 Document Analysis Checklist (O’Leary) 

The first two items in O’Leary’s document analysis checklist are to create a preliminary 

text list and to consider accessibility regarding language and culture. As argued in the rationale, 

the relevant text for this analysis consists of the IB Theatre Guide. While other materials were 

considered, ultimately the IB Theatre Guide acts as the core document for the course and is 

therefore of the highest relevance. As I am currently an IB Theatre teacher, accessing the Guide 

is a non-issue. However, it is not freely available to the public; one must have a current 

affiliation with the DP program to access it. 

In evaluating the IB Theatre Guide’s “accessibility of language,” it is written in a neutral 

academic register, thus making the document an accessible tool for those not familiar with 

educational or theatre related terms. The Guide specifically names teachers, parents, and students 

as the audience for the document (11), indicating that the language is catered towards these 

groups. The researcher concluded that it is accessible for those who are fluent in English, and it 

can be assumed this is also true of the Guides written in French, and Spanish, the two other 

languages in which the IBO offers the IB diploma (IBO “IB Diploma Programme”). Lexiles 

below grade eleven would likely struggle with the text. 
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Considering the cultural barriers of this document, the Guide appears to be directed at 

those who have an assumed acceptance and general knowledge of the dynamics of a “traditional 

classroom model.” This is evidenced through the IBO’s statement that it is challenging the 

traditional teacher and student dynamic, namely through its “new role of the teacher,” which 

calls for a “different relationship” with the student (25). This implies that the reader is already 

familiar with the traditional educational model, where the teacher is seen as the leader and the 

student the follower. Additionally, those with the most likely access to the IB Theatre Guide are 

already associated with IB schools in some capacity. Those without base knowledge of the IB 

Program would need further access to supplementary information to conceptualize how the 

course operates within the DP.  

 The third item in O’Leary’s document analysis checklist is to acknowledge and address 

biases. First are the potential biases of the IB Program. When considering the biases of this 

document, acknowledging the IBO as a not-for-profit educational organization is critical. In 

examining its fiscal balance sheets, for the 2017-2018 academic year, the IBO reported 233.4 

million USD in revenue, with a total growth of 9.3% from the previous year (IBO, “Annual 

Review”).  

Model 3.1: IBO Total Growth Fiscal Years 16/17, 17/18 
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The chart above indicated a growth rate of 9.3%. As a worldwide non-profit foundation, with a 

footprint in 158 countries (IBO “Facts and Figures”), this modest number is perhaps of less note 

than their rate of growth. As the IBO is hailed as an authority figure in international education, 

its existence and continued successful performance is a considerable advancement for the field as 

a whole.  

Returning to and further analyzing Hayden, Thompson and the University of Bath trinity  

briefly sketched out in 2.2.4 International Education and the IBO, much of the international 

educational documentation is somehow affiliated or associated with these three figures. Editors 

and authors Hayden and Thompson serve as simultaneous trailblazers and scribes; the University 

of Bath, employer of the pair, is likewise home to the IB Research Center. The Center’s purpose 

in part contributes to the validity and importance of the IB Program as an educational institution–

–and the greater importance of international education worldwide––thus feeding back into the 

need for continued publications and research in this area, and thus providing Hayden and 

Thompson with further research and publication opportunities. This self-sustaining system is 

illustrated below:  
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Model 3.2: International Education Self-contained Cycle 

 

Referencing Hahn’s use of Norman Fairclough’s notion of “preconstructed,” she identifies the 

IBO’s use of “ready made” (Hahn 68) notions or phrases, which indicates a certain dominance 

and authority of their statements, making it difficult to challenge their power of authority. In this 

way we see how the power and authority of the IBO in relation to the above components 

(Hayden and Thompson, the University of Bath, the IB Research Center, the perceived 

importance of international education) create an internally self-sustaining system. The absence of 

mandatory moderation could potentially contribute to a lack of critical external evaluation.  

 Next, the biases of the research must also be considered. As a current IB Theatre teacher, 

I naturally possess biases which must be addressed through my positionality. As an educator who 

works daily with the IB Program, my closeness to the course and materials may render me 

unable to see the larger structure in which IB Theatre teachers and students operate. Likewise, 

my personal preferences towards specific styles of theatre make me more inclined to favor some 

forms over others. This remains a relevant point for all teachers and students. Additionally, my 

personal interactions with theatre have doubtlessly shaped my perspectives, which remains 

equally true for all teachers navigating the course. Thus, an awareness must be adopted in this 

research that neither my nor any other authority figures’ perspective is the final authority.  

 The fourth item in O’Leary’s document analysis checklist is to identify research 
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questions. As previously discussed, this research will approach its analysis in a somewhat 

alternative order of presentation. Document analysis usually calls for the researcher to 

investigate the text in order to discover major “themes, and categories” (Bowen). In this instance 

however, the major themes and coding are known at the onset of the analysis, via the Guide’s 

definition of “international-mindedness” (18), rather than uncovered through the research. 

Therefore, the coded terms were extracted from their definition (“international-mindedness”) and 

then used to analyze the remainder of the IB Theatre Guide to investigate the following research 

points. Restated from the end of Chapter Two, they are: 1) What are the claims the IB makes 

concerning their course in relation to international-mindedness? 2) How do those claims manifest 

themselves within the IB Theatre Guide? 3) How are these claims functionally and beneficially 

delivered by the IB Theatre Program? 4) How are these claims contradictory or unsuccessful 

within the program? 5) How can current stakeholders work to increase successful program 

implementation, which further supports international-mindedness and the IB Theatre Program? 

 The fifth item in O’Leary’s document analysis checklist is to consider ethical issues. The 

ethical issues at play in this research are largely concerning the IBO’s position as an international 

education leader, and therefore “infallible” authority. However, this questions how the IB 

Program negotiates and promotes international-mindedness when the organization has been 

viewed as a monocultural entity (see 2.2.5 Westernism Within the IB). In order to explore and 

eliminate accusations of cultural marginalization, a transparent evaluation of research parameters 

of represented cultures selected or omitted from within the Guide is needed. 

The initial point of exploration in this analysis is to determine how the IB Theatre 

Program approaches their educational and artistic explorations of a multitude of cultures’ theatre. 

By what measurement does the IB Program potentially assess, or ask their students to asses, a 
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culture’s theatre, and what obligation or responsibility does the IBO hold in this? How is this 

negotiated in its IB Theatre course, and how does the IBO’s concept of culture interplay with 

theatre and education? We will further unpack these inquiries in relation to the research 

questions as we examine the textual body of the IB Theatre Guide. 

 The next three items in O’Leary’s document analysis checklist are the gathering of texts, 

assessing their authenticity, and addressing their agenda. The IB Theatre Guide, First Assessment 

2016 is the IBO’s self-published eighty-six-page course guide and syllabus. According to the 

IBO, this “publication is intended to guide the planning, teaching and assessment of [IB] theatre 

in schools” (11). Supplemental to this is the Theatre Teacher Support Material, First Assessment 

2017. This online material is referenced in this dissertation as a secondary source, as it is 

classified by the IBO as “additional resources.” This will enter the analysis solely as a 

comparative entity (see 5.5.1 Pattern One Implications).  

The authenticity of the IB Theatre Guide and its supplemental materials are based on the 

authority of the IBO itself. The IB Theatre Guide does not provide a bibliography, nor a list of 

contributors. The current IB DP Theatre Curriculum manager rationalizes this as follows:  

Ultimately the omission of a bibliography in a subject guide is a publication decision by 

the core collaborative team (CCT) responsible for publishing each guide . . . . Some 

CCTs choose to publish a bibliography as part of a course guide, while others don’t. 

Personally, beyond citing specific references (of which there aren’t any in the theatre 

guide), I’m not sure how valuable a bibliography would be in a policy document such as 

the DP theatre guide. Anecdotally, teachers want as much advice and guidance as 

possible regarding the practical application of the guide, and my apprehension would be 

that teachers would regard a published bibliography as a definitive list of recommended 
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texts. It also wouldn’t be possible or appropriate to name every philosophical text that has 

been influential on the design of the theatre course—the list would cover countless pages. 

Having said that, I can see that it could be a useful resource for researchers or curriculum 

developers wanting to identify the underpinning pedagogical and theoretical frameworks, 

but ultimately the subject guides must be written first and foremost with subject teachers 

in mind. (Bindon) 

Here the IB process is explained as being flexible enough within each group as to allow the CCT 

freedom to expertly craft their guide according to the needs of their specific subjects. This 

explains any incongruities across guides and aligns with the concept that the IBO, specifically 

the Theatre CCT, follows “best practices” for their given subject areas. 

However, this also questions “how valuable” a bibliography would be for teachers of the 

course, and affirms that the “guides must be written first and foremost with subject teachers in 

mind.” This indicates that the IBO does not necessarily believe teachers would benefit from 

viewing a bibliography or “identify[ing] the underpinning pedagogical and theoretical 

frameworks.” Bindon also refers to the Guide as a “policy document,” suggesting a reduction in 

the document’s importance. However, he also concedes that “teachers want as much advice and 

guidance as possible regarding the practical application of the guide,” thus reaffirming the 

importance of the documentation. This indicates some level of contradiction within the IBO’s 

instructional policy. This lack of an ulterior voice of authority creates a suggestion of potential 

dominance on the part of the IBO, leaving the reader in a position of deferral (Hahn 65). This 

leads to difficulty in assessing objectivity in the text. Finally, the self-stated agenda of the 

document remains as stated within the Guide: “to guide the planning, teaching and assessment of 

theatre in schools” (11). 
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The final item in O’Leary’s document analysis checklist is to develop an organization 

and management scheme and code the data. The researcher has divided the IB Theatre Guide 

into three parts labeled as: Part I: The IB Program Overall (1-15), which offers a general outline 

of the IB Program; Part II: IB Program and Arts and Theatre (16-22), an outline of the 

positionality of the IB Program in relationship to the global arts; and Part III: The IB Program 

Coursework and Assessment (23-84), a detailed description of the IB Theatre syllabus and how 

students are assessed. In text, the various parts of the Guide are referred to using the Roman 

numeral system (I, II, III). Each section adds greater depth and therefore is represented in the 

following model as a pyramid: 

Model 3.3: The IB Theatre Guide Hierarchy Pyramid 

 

   

 

 

 

 

 

 

 

The definition of international-mindedness has also been divided into three parts: Part One: 

International-mindedness Overall; Part Two: International-mindedness in Arts and Theatre; and 

Part Three: International-mindedness in the IB Theatre Program. This structure mimics the 

structure of the Guide. In text, the various parts of the definition are referred to using a written 
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number system (One, Two, Three). This is done to differentiate the various parts of the Guide 

from those of the definition. The definition’s trifold structure mirrors that of the IB Theatre 

Guide: 

Model 3.4: International-mindedness Definition Hierarchy Pyramid 

 

Finally comes the process of coding the data. The following is the definition of 

international-mindedness as provided by the IBO in its IB Theatre Guide: 

[Part One] International-mindedness represents an openness and curiosity about the world 

and its people. It begins with students understanding themselves in order to effectively 

connect and collaborate with others. . . .  [Part Two] The arts provide a unique 

opportunity for students to recognize the dynamic cultural influences around them and 

the significance of diversity in the making of theatre. . . . [Part Three] The IB Diploma 

Programme theatre course gives students the opportunity to study a wide variety of 

performance styles, theatre traditions, theatre theorists and play texts. Students are 

expected to explore and engage with theatre from a variety of contexts. Through creating, 

investigating, critically analysing and appreciating differing forms and styles, students 
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deepen their understanding of theatre, as well as their knowledge, understanding and 

experience of the arts within the global community. They become more informed and 

reflective, and develop their abilities to become enriched practitioners, communicators, 

collaborators and creative thinkers. They learn to acknowledge the aspects that appear in 

all performance forms and theatre traditions, and also to recognize the unique ways in 

which particular cultures express and represent their values and identity through shared 

performance. (18) 

The following sections examine each of the three parts identified in Model 3.4. Each part is 

analyzed and coded independently. This analytical approach is beneficial due to the fact that 

each identified part presents a nuanced claim and definition that offers a different perspective of 

international-mindedness. Thus, analyzing each section accommodates a greater evaluation and 

understanding of the IBO’s diverse claims and definitions of international-mindedness. The 

following analysis presents the coded words and phrases as directly stated in the three parts 

represented in models 3.5-3.7. The full text and coding terms follows. 

Definition, Part One Text: “International-mindedness represents an openness and 

curiosity about the world and its people. It begins with students understanding themselves in 

order to effectively connect and collaborate with others” (18). 

Model 3.5: Part One: International-minded Definition Coded Terms 

Openness Curiosity Self-reflective Connecting19 Collaborating 

 

 
19 The IBO lists its international-minded verbs in both the infinitive and present participle forms, with the latter 

being the most dominant. For purposes of grammatical alignment, I reference the verbs “connect,” “collaborate,” 

(Part One) “recognize,” (Part Two) and “explore” (Part Three) in their present participle form though they originally 

appear in the text as infinitive. In the data collection, all coded international-mindedness criteria were recorded and 

documented regardless of their grammatical iteration. 
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Definition, Part Two Text: “The arts provide a unique opportunity for students to 

recognize the dynamic cultural influences around them and the significance of diversity in the 

making of theatre” (18). 

Model 3.6: Part Two: International-minded Definition Coded Terms 

Recognizing Dynamic cultural 

influences 

Significance of 

Diversity 

Other20 

 

Definition, Part Three Text:  

The IB Diploma Programme theatre course gives students the opportunity to study a wide 

variety of performance styles, theatre traditions, theatre theorists and play texts. Students 

are expected to explore and engage with theatre from a variety of contexts. Through 

creating, investigating, critically analysing and appreciating differing forms and styles, 

students deepen their understanding of theatre, as well as their knowledge, understanding 

and experience of the arts within the global community. They become more informed and 

reflective, and develop their abilities to become enriched practitioners, communicators, 

collaborators and creative thinkers. They learn to acknowledge the aspects that appear in 

all performance forms and theatre traditions, and also to recognize the unique ways in 

which particular cultures express and represent their values and identity through shared 

performance. (18) 

Model 3.7: Part Three: International-minded Definition Coded Terms 

 
20 The “other” category that appears as a section of the coding as Part II of Guide had the largest number of 

instances where coded terms from Parts I and III appeared within it. Additionally, Part II of the Guide yields the 

lowest number of occurrences for any identified coded words and terms. While not the primary concern of the 

analysis, this combination was noteworthy.  
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A wide variety of 

1. Performance 

styles 

2. Theatre traditions 

3. Theatre theorists  

3. Play texts 

 

1. Exploring 

2. Creating 

3. Investigating 4. 

Critically  

5. Analysing 

theatre in differing 

forms and styles  

1. Appreciating,  

2. Understanding 

3.[Being] informed 

4. Reflective  

 

Develop skills to be 

enriched 

1. Theatre 

practitioners,  

2. Communicators 

3. Collaborators 

4. Creative thinkers 

 

1. [Make] 

connections 

between forms 

and traditions 

2. Recognize 

unique cultural 

expression 

3. Recognize 

values and 

identity through 

shared 

performance 

 

3.5.2 Example Definitions 

Having completed O’Leary’s checklist and concluding with this research’s identified 

management scheme, relevant definitions must now be addressed to effectively ground the data. 

In analyzing the Parts I, II, and III of the IB Theatre Guide, the key coded terms manifested 

themselves in a variety of six possible example types. These examples could be stand-alone or 

combined, and are as follows:  

Model 3.8: Example Types 

Explicit 

Implicit 

Anchor 

Learner 

Institutional 

Counter 

 

The first example type is that which is textually explicit: where the coded word or phrase, 

or some iteration thereof, appears within the textual body itself. For example, as one of the points 

of the IB Learner Profile, this phrase appears: “Self reflective: we thoughtfully consider the 
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world and our own ideas and experience. We work to understand our strengths and weaknesses 

in order to support our learning and personal development” (7). The IBO includes the key phrase 

along with a clear delineation of its expectations. 

The second example type is that which is textually implicit: where the phrasing and 

language heavily suggest a certain trait or characteristic called for in a given situation in order for 

it to be fulfilling its claim. For example, the IBO’s mission statement professes that “[t]he 

International Baccalaureate aims to develop inquiring, knowledgeable and caring young people 

who help to create a better and more peaceful world through intercultural understanding and 

respect” (6). The word “inquiring” implies a curiosity on the part of the learner. While curiosity 

is the state of being inquisitive, it is not inherently active, and is separate from the act of 

inquiring, i.e., you can be curious without necessarily investigating. Therefore, the reader must 

make the assumption that one engenders the other to qualify as constituting international-

mindedness. In areas of doubt concerning implicit examples, the assumption of the researcher 

goes to the favor of the IB Program, which openly state its intention is to promote international-

mindedness through multiple channels. 

The ratio of explicit to implicit examples was not a particular point of relevance in this 

research, as a comparison between the two would shift the focus of the research onto the 

linguistic register of the document, rather than its connotation. 

The third example type is that which offers an anchor: where a key word or phrase 

appears in a sub-heading or title, and then appears multiple times in quick and frequent 

succession. Anchor example types manifest when a key component of the coursework or 

assessment is being explained in depth, and thus a coded term appears in repetition within the 

explanation. An anchor example appearing in the Guide, illustrated through highlighted and 
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underlined coded words (53), is shown in the model below: 

Model 3.9: Example Types, Anchor 

 

Task 2: Director’s notebook 

SL 35%, HL 20% 

Introduction 

Students at HL and SL independently choose a published play text, read the text 

and record their personal responses. They then: 

● research and record the cultural and/or theoretical context of the play and identify 

ideas the playwright may be addressing 

● explore the play and record their own ideas regarding how this play may be staged 

for an audience 

● explain their directorial intention(s) and explain how this will inform their staging 

of two particular moments of the play; these can be moments of atmosphere, 

emotion or tension or which communicate the meaning(s) of the play; they must 

demonstrate an understanding of how performance and production elements 

function together to create these moments 

● reference live performances they have experienced and how these have 

influenced, inspired or informed their directing of these moments. The live theatre 

performances must not be productions of the same play text selected for study in 

this assessment task. 

 

The introductory sentence establishes that the assessment task will be utilizing play texts. Every 

subsequent bullet point repeats the phrasing of “play” or “play text.” Rather than considering 

each example as a separate recurrence, the initial incident is noted as an anchor example, and the 

subsequent occurrences are not noted in the final tally. This avoids miscalculating occurrences of 

key terms, which would place the emphasis of the documentation’s grammatical structure or 

academic phraseology rather than the structure of the program itself. 

Exceptions to anchor examples exist when examining the rubric markbands for each 

assessment. As they are directly linked to a student’s measured learning outcomes, various coded 
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terms appear in the top subheadings of rubrics, but may only appear in some, but not all, of the 

grading markbands. Lower markbands (1-4) often had less occurrences of coded terms than 

higher markbands (5-8). Students are awarded only one out of the four markbands (grouped in 

twos); consequently, they may or may not include international-mindedness criteria depending 

on their level of achievement. Accordingly, each instance of a reoccurring term in a markband 

was recorded separately. 

 The fourth example type is that which is for the learner: where statements are clearly 

directed towards student participation or involvement. For example, this may be expressly stated 

as, “There is a strong emphasis on encouraging students to develop intercultural understanding, 

open-mindedness, and the attitudes necessary for them to respect and evaluate a range of points 

of view” (12). Unless otherwise stated, generally most of the examples within the documentation 

can be assumed to be learner examples. 

 The fifth example types are those which are institutional: where expressions of 

international-mindedness are directed towards teachers, institutions, or organizations. For 

example, the document includes numerous sections of “approaches to teaching and learning” and 

states that the program “empower[s] teachers as teachers of learners as well as teachers of 

content” (14). Direct references to schools, and other organizations, are also made (6, 11, 15, 19, 

25, 41). It is possible for an example to potentially apply to both the learner, and the institution. 

For example, “The IB does not prescribe which style(s) of referencing or in-text citation should 

be used by students” (15). Depending on the chosen protocol of the school, the referencing style 

may be at the discretion of the student, the classroom teacher, or dictated by the schools 

themselves. Therefore, this example of openness may be directed at any of those participants. 

 The sixth and final example type is that which presents a counter: where a statement is 
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made in a direct contradiction or questioning to previously established information or structure. 

Counter example types are the rarest occurrence within the research; however, they represent a 

critical aspect of this analysis, as they serve to highlight the discourse present within the 

structural elements of the IB Theatre Program. No counter example types will be discussed at 

this time, as each individual example will be subsequently analyzed in the coming textual 

analysis. Counter examples are not included in the total number of occurrences of any 

international-mindedness criteria. 

3.5.3 Explanations of Patterns Found Within Research 

Reiterating the argument for structuring the research (see 3.5 Description of Methods), a 

pre-explanation of the found patterns with the Guide is warranted to assist in investigating and 

dissecting the data within the analysis of Parts I, II, and III of the IB Theatre Guide. Preliminary 

research into the Guide revealed four patterns when addressing international-mindedness. As per 

the organization of the research, each will be briefly examined, then further discussed in their 

relevant sections of the forthcoming analysis in Chapter Four. A brief summary of these four 

patterns follows. 

 Pattern One: Undetermined Implementation of International-mindedness. Pattern 

one of the IB Theatre Guide analysis is the tendency for the IBO to leave the execution of 

essential international-mindedness criteria at the discretion of the teacher, or learning institution. 

Certain aspects of international-mindedness are therefore contingent upon the teacher’s content 

choices––which are open––as opposed to the structuring of the program. 

 Pattern Two: Confusing Informational Repetition. Pattern two is the repetition present 

within the structure of the IB Theatre Guide. This manifests itself in two ways: first, as an 

embedded ordering system that leads to complication within the organizational structuring, and 
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second, as frequent reiterations of similar key language terms. Both of these instances can lead to 

conflation within the syllabus and determining the international-mindedness footprint. 

 Pattern Three: Contradictory Definitions. Pattern three concerns the use of language, 

namely that the ambiguity of certain international-mindedness or IB Program component terms 

can lead to multiple or contradicting interpretations of the IB Theatre Guide. Therefore, 

fulfillment of certain international-mindedness criteria is not fixed but rather is hinged upon the 

reader’s interpretation of the language used within the text. 

Pattern Four: False Emphasis. Pattern four is the information or structuring within the 

IB Theatre Guide that at times is suggestive of certain aspects of international-mindedness 

holding a specific importance in the program, when they ultimately do not. This may cause the 

reader to make false assumptions about their relative weight of importance of certain 

international-mindedness criteria over others when concerning the IB Theatre course. 

3.6 Preliminary Conclusions 

Chapter Three has outlined descriptions of methods used in this analysis, including 

justification for the unique ordering of the research analysis; determined and discussed the 

preliminary information in O’Leary’s checklist; provided relevant definitions; and reviewed 

emergent patterns present within the research. Utilizing the methodology of document analysis, 

the explanation of findings will commence in the next chapter, progressing chronologically 

through the identified Parts I, II and III of the IB Theatre Guide. 
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Chapter Four: Data Analysis and Findings 

This chapter focuses on the IBO’s presented understanding of international-mindedness 

as a guiding principle whose multiple criteria and claims are intended to inform the IB Theatre 

Program. This analysis will focus on determining and assessing the efficacy and veracity of these 

international-mindedness criteria and claims in the IB Theatre Guide. 

This chapter is composed of four sections with subsections: Chapter Four, subsections 

one through three (4.1-4.3) follow the structured pattern found in the IB Theatre Guide and 

provide a holistic analysis divided into its three areas of content. Subsection four (4.4) provides a 

cross analysis of all the theatre course assessments and concludes with deeper deviations into 

particularly noteworthy aspects of the assessments. Subsection five (4.5) provides a summary of 

the chapter. 

4.1 Analysis of Part I: The IB Program Overall 

4.1.1 Introduction 

 The analysis of the IB Theatre Guide, Parts I, II, and III, (4.1-4.3) will commence with an 

overview that identifies the percentages of findings for each international-mindedness coded 

term embedded within that specific part of the IB Theatre Guide. These overviews are helpful in 

determining the relative importance of international-mindedness coded terms in relation to other 

coded terms that appear within the same part of the definition, i.e., Part One: International-

mindedness in General; Part Two: International-mindedness in Arts and Theatre; and Part Three, 

International-mindedness in the IB Theatre Program. Analysis of the Guide’ Parts I and II (4.1-

4.2) will feature a discussion of only the key outliers found within each. Part III (4.3) will differ 

from the previous sections, with a discussion of all five international-mindedness coded criteria. 

This is due to the comparative significance of Part III to Parts I and II. This significance is based 
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upon total length (sixty pages versus fifteen and six respectively), number of identified examples 

(1,195 versus sixty-one and fifty respectively), and the relevance of information presented (i.e., 

the specific IB Theatre course syllabus versus general IBO information, or its artistic 

perspectives). In addressing research questions three and four (how are these claims functionally 

and beneficially delivered by the IB Theatre Program and how are international-mindedness 

claims contradictory or unsuccessful in the IB Theatre Program), each criteria discussion will 

include “affirming examples” followed by “contradictory examples” unless otherwise noted. 

4.1.2 International-mindedness in the Overall IB Program 

 Part One of the definition of international-mindedness commences with “International-

mindedness represents an openness and curiosity about the world and its people. It begins with 

students understanding themselves in order to effectively connect and collaborate with others” 

(IBO Guide 18). From this passage we extract the coded terms “openness,” “curiosity,” “self-

reflective,” “connecting,”21 and “collaborating.” 

Part I of the IB Theatre Guide consists of the first fifteen pages of the pdf document. 

There are sixty-one examples of the coded terms from Part One of the definition of international-

mindedness terms present within Part I of the Guide. The model below illustrates the exact 

breakdown and percentages of the sixty22 coded examples from Part I only:  

Model 4.1: Part I: International-mindedness in the Overall IB Program 

 
21 See footnote 19 for use of present participle verb form. 
22 Excludes counter example. This applies to all total tallies. 
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If the frequency of a coded word is suggestive of its weighted importance to the text, then 

a clear emphasis emerges. In Part I, “openness” stands out as the most frequently coded word 

used in identification with the concept of international-mindedness. Very close in terms of usage 

frequency is the coded word “connecting,” with the last three coded words identified in 

descending order of importance as “curiosity,” “self-reflective,” and “collaborating.” Does this 

priority of coded word choice found in Part I of the IB Theatre Guide suggest an intentional 

conceptual weight and relative value of the coded words? This may prove a valid assessment for 

Part I; however, the priority of coded words in Part I is only partially congruent in Part II, and 

even less so in Part III of the Guide. Regardless, a conclusive statement regarding the weighted 

value of coded terms is preemptive, and the evident intentionality and value is worthy of further 

examination. 

4.1.3 Openness 

 Affirming examples: Referring to the opening pages of the documentation, we find the 

explicit examples of “[o]pen-minded: we critically appreciate our own cultures and personal 

histories, as well as the values and traditions of others. We seek and evaluate a range of points of 
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view, and we are willing to grow from experience” (7) and “[t]here is a strong emphasis on 

encouraging students to develop . . . open-mindedness” (12). These phrases are embedded in 

both the IB Learner Profile and the IB Mission Statement respectively, two well-circulated 

cornerstone documents of the overall IB Program. This indicates a framework of promoting 

international-mindedness via openness throughout the entire program (PYP, MYP, DP). The 

repetition of the exact coded word “openness,” rather than a variant, is noteworthy, as this 

indicates the IBO cultivating a common language used by, IB learners and professionals. 

In this particular case, there are more occurrences of implicit rather than explicit 

examples. For instance, phrases such as “intercultural understanding” (6), “international 

education” (6), “across the world” (6), “evaluate a range of viewpoints” (12), “students have 

flexibility” (12) are all suggestive of being achievable through some degree of open-mindedness, 

i.e., intercultural understanding promotes integration as opposed to segregation, which by 

definition must include some degree of openness to other races or cultural groupings’ ideologies. 

Returning to the larger concept of international education, and the four definitions 

examined in Chapter Two, the multiplicity of definitions is potentially hindered by a failed 

consensus of meaning: i.e., one that potentially stresses universalism (IBO “Course for 

Teachers”); favors conceptual relationships (Fraser and Brickman 1); transcends physical 

boundaries (Hayden “Crossing of Frontiers” 17-18); or promotes “cooperation and peace” 

(UNESCO). Nonetheless, all these definitions of international education imply some sense of 

shared experience, or openness. Additionally, elaborations of the idea of international education 

include “across the world,” which implies a focus on international as opposed to national 

content, and “evaluating a range of viewpoints,” which indicates that a multi-perspective process 

is required to achieve success in international education. “Flexibility” also implies openness, 
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through subject matter or learner perspective. 

About one-third of the IB Theatre Guide’s examples of the coded word “openness” are 

institutional in nature. In the “approaches to teaching and learning” section, the phrase 

“differentiated” (14) indicates both a need for the teacher to be open to the various needs of the 

students, and likewise indicates the inclusiveness of the IBO through its program’s accessibility 

for students with “learning diversity” and “support needs” (15). The phrase “empower[ing] 

teachers to create clearer strategies for facilitating learning experiences” (14) suggests the 

potential openness and flexibility that the IBO expects and fosters within the teacher. 

Contradicting examples: The Guide (15) states that “[t]he IB does not prescribe which 

style(s) of referencing or in-text citation should be used by students” and should therefore be 

determined instead by the institution. This is an example of pattern one, undetermined 

implementation of international-mindedness, as the IBO leaves essential aspects of the Theatre 

Program to the discretion of the teacher rather than to the program’s structurality. 

This may potentially be interpreted by the reader as the IBO’s promotion of “openness,” 

allowing for learner and school choice across the IB Program’s six Subject Groups (Language 

and Literature, Language Acquisition, Individuals and Societies, Sciences, Mathematics, and 

Arts) (12). However, the conditional aspect of international-mindedness via “openness” in this 

particular case is credited to the school, not the IB Program, for instituting appropriate citation 

styles across programs. 

A protracted examination of this example of “openness” reveals the materialization of 

pattern two, confusing informational repetition, within the IB Theatre Guide. The IBO states 

once that “[t]he IB does not prescribe which style(s) of referencing or in-text citation should be 

used by students” (15). However, the phrase the “referencing style chosen by the school” is 
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repeated a total of thirteen times within the IB Theatre Guide’s Parts I, II and III (see 20, 30, 39, 

45, 46, 48, 53, 55, 63, 67, 68, 77, 80). This repetitive use of the phrase shifts the linguistic focus 

onto the school, rather than the IBO, thus solidifying and distancing referencing responsibility 

away from the organization. This indicates that the school, or in some cases the teacher, is the 

primary conduit for this particular application of the international-mindedness criteria, rather 

than the IBO. In this particular case the repetition serves to reinforce language that supports the 

claims of pattern one, undetermined implementation of international-mindedness. 

The final example in this section is the sole counter example evident in the “openness” of 

Part I. It is an example of pattern three, contradictory definitions, or ambiguity in the program 

language leading to multiple and contradicting interpretations of a program component. In 

“Choosing the right combination” located in the “Diploma Program overview,” under the listed 

criteria for the program, the Guide states that “[s]tudents are required to choose one subject from 

each of the six academic areas, although they can, instead of an arts subject, choose two subjects 

from another area” (13). This statement directly contradicts the IBO’s claims of openness within 

its program, and its promotion of creating openness within the learning of its students and the 

instruction of its teachers (14). In this way it is a counter example. While it is possible to make 

the claim that the IBO is supporting openness by including the opportunity for students to choose 

their own courses and interests, i.e., “flexibility” (12), the irony is that by not delineating the 

boundaries of the term, the reader is left to this determination by leaving enrollment in a Group 

Six course as optional. 

Further expanding on the optionality of Group Six, the Arts, the reader must ask whether 

this condition holds true for all of the six Subject Groups. If so, why is Group Six the only 

example given within the passage? If not, why are the “Arts” the only non-mandatory subjects? 
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The centrality of this argument lies in the cross-sectionality of both patterns one and three, where 

the reliance on schools to deliver key program components meets the ambiguity of the IB 

Theatre Guide’s language, in this case definitions. In creating a program that allows students to 

eliminate one of the six Subject Groups, the IBO is directly contradicting its claim of creating 

“balanced” learners (7), while simultaneously undermining the value of arts education. This is 

naturally not just a symptom of the IB Theatre Guide—and not the preference of any of the 

Group Six core collaborative teams responsible for the creation of the various guides (Bindon)—

therefore, this issue warrants further addressing across the entire IB Diploma Program leadership 

team. 

4.1.4 Outlying Examples Across Part I Criteria 

Part I also contains numerous outlying or noteworthy criteria. The categorization of these 

examples does not lend itself to an “affirming” or “contradictory” binary; thus that particular 

structuring is omitted from this section. Of Part I’s sixty-one examples discovered, six can be 

considered cross-categorical: four examples indicating two aspects of international-mindedness, 

and two examples indicating all five aspects: i.e., “openness,” “curiosity,” “self-reflective,” 

“connecting,” and “collaborating.” An example of the first occurrence, i.e., indicating two 

aspects of international-mindedness, is the institutional example: “[a]dditional publications such 

as teacher support materials . . . can also be found on the OCC” (11). The existence of the OCC 

supports the concepts of teachers both connecting and collaborating, as the site worked to 

systemize the two concepts. The OCC, no longer active as of December 14, 2017 (IBO “The 

OCC”) was in part an online forum where teachers could post and share their teaching materials, 

questions, and plans with other IB teachers around the world. Participation in the OCC was 

voluntary. As an IB Theatre teacher, I personally utilized the forum to clarify questions about 
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specific aspects of course work, and to share unit plans. Questions were answered by fellow 

teachers, and monitored by an appointed IB administrator, making it a successful example of 

both connection and collaboration with other IB Theatre educators. 

The existence of the OCC is a further example of pattern one, undetermined 

implementation of international-mindedness, via the IBO leaving essential aspects of 

international-mindedness within the Theatre Program to the discretion and responsibility of the 

teacher. The task of planning daily lessons and larger units is placed upon the individual teachers 

of the program. This is opposed to the structural model, where the IB Program could provide the 

expected parameters and examples of delivered content. This model of tasking IB Theatre 

teachers to source their own program content serves to be a problematic reappearance throughout 

this analysis. 

Significant phrases appear within the Guide that fail to fit into any of the five 

international-mindedness criteria. For example, Part I contains two references to “integrity” (14) 

and one to equality (via the phrase “equal opportunity”) (14). Both are located in the “Academic 

honesty” section of the syllabus. This section reads:  

Academic honesty in the Diploma Programme is a set of values and behaviours informed 

by the attributes of the learner profile. In teaching, learning and assessment, academic 

honesty serves to promote personal integrity, engender respect for the integrity of others 

and their work, and ensure that all students have an equal opportunity to demonstrate the 

knowledge and skills they acquire during their studies. (14) 

The concepts of integrity and equality are not directly referenced as a component of 

international-mindedness, nor do they concisely fit into the determined categories of  

“openness,” “curiosity,” “self-reflective,” “connecting,” and “collaborating,” or as one of the 
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various components of the IB Learner Profile (7). Rather, the IBO expresses that the application 

and embodiment of the attributes of the Learner Profile engender integrity, for oneself and for 

others. Likewise, the IBO does not claim its program creates equality, but rather that it provides 

equal opportunities to all students to “demonstrate the knowledge and skills they acquire during 

their studies” (14). The phrase “[i]n teaching” indicates this standard is likewise expected of 

teachers. 

4.1.5 Part I Conclusion 

Presently the IB Theatre Guide’s text has revealed examples of patterns one, two, and 

three, creating a degree of complexity for the reader in determining the IBO’s methodology and 

ideology, specifically in relation to international-mindedness. Restated, these patterns are: 

● Pattern One: undetermined implementation of international-mindedness. Here the 

IBO establishes firm claims about the structure of its program, but conversely leaves 

major aspects of the program at the discretion of the school or teacher to execute. In 

Part I, this creates a paradox somewhat problematic to the teacher in relation to 

ensuring that international-mindedness criteria are present within their classroom 

curriculum.  

● Pattern Two: confusing informational repetition. Here the IBO uses significant 

repetition in both language and document structure. In Part I, this leads to potential 

confusion on the part of the reader in navigating and determining the specific 

guidelines of the overall IB Program.  

● Pattern Three: contradictory definitions. In Part I, the reader is confronted with 

ambiguity of terms. This can potentially lead to multiple interpretations and therefore 

varying outcomes or understandings of the overall IB Program. In Part I, these 
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patterns present both individually and conjointly, as pattern three would likely have a 

cumulative effect into pattern one.  

We will see these patterns continue as we advance to Parts II and III of the IB Theatre Guide.  

4.2 Analysis of Part II: The IB Program and Arts and Theatre 

4.2.1 Introduction 

 Part II of the IB Theatre Guide encompasses information pertaining to the IBO’s 

perspectives of arts and theatre in general. While sections of Part II are referencing aspects of 

both the overall IB Program, and specifically the Theatre Program, the general tonality remains 

concerned with how the framework of the IBO fits with these two broad subject areas. Part II of 

the IB Theatre Guide encompasses pages 16-22, the briefest section of the three. 

4.2.2 International-Mindedness and the Arts and Theatre  

The text extracted from the international-mindedness definition reads “[t]he arts provide 

a unique opportunity for students to recognize the dynamic cultural influences around them and 

the significance of diversity in the making of theatre” (18). The coding phrases “recognizing,” 

“dynamic cultural influence,” and “significance of diversity” were extracted from this passage.  

In this seven-page section of the syllabus, fifty separate examples were found within the 

text, making it both the shortest and the least prolific of the three parts. However, there are 

numerous interesting discoveries in this section that make it revelatory regarding the syllabus as 

a whole. Part II also serves to bridge the divide between the general aspects of the IBO and the 

IB Theatre Program.  

The following graphic illustrates the percentages and division of appearances of each 

phrase within Part II of the text: 

Model 4.2: Part II: International-mindedness in the Arts and Theatre 
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4.2.3 Significance of Diversity 

 Affirming examples: Yielding thirty-three examples, “significance of diversity” is the 

most common international-mindedness criteria appearing in Part II. Of those thirty-three 

instances, thirteen directly reference theatre, as opposed to the arts overall. There are explicit 

examples within the text, though not all are dominant in the category. For example, “[t]hrough 

the study of theatre, students become aware of their own personal and cultural perspectives, 

developing an appreciation of the diversity of theatre practices, their processes and their modes 

of presentation” (16). The coded term “diversity” is directly used, this time in association with 

the manifestations of theatre through the process of creation, and acknowledgment of how that 

process may differ and shift from style to style. Combined learner and institutional examples 

exist, such as “[t]he theatre course provides a relevant learning opportunity for a diverse range of 

students” (19). In this case, engagement with diversity is implied through course interaction. The 
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IB does not articulate how this opportunity is provided, i.e., in diversity of content, students’ 

perspectives and roles, pedagogical delivery, or some other differentiation. Additionally, the 

phrase is somewhat suggestive that the IB Program creates diverse students for the schools, or 

that a school may be considered more diverse by offering the Theatre Program to its student 

body. The IBO does not provide data to further substantiate this speculation within this section of 

the text. 

The majority of the diversity examples are implicit in nature. Under the subheading 

“Nature of the subject: Theatre” we find examples such as “[the IB program] gives students the 

opportunity to make theatre as creators, designers, directors and performers,” “[s]tudents are 

encouraged to apply a range of skills,” and “[the study of theatre] enables students to discover 

and engage with different forms of theatre across time, place and culture and promotes 

international-mindedness” (16). The first example implies diversity through student experience, 

listing four different approaches that students would be expected to use to interact with theatre. 

The second example implies a diversity of skills that students would need to be successful in the 

IB Theatre course. The third example is suggestive of diversity of content across time, place, and 

culture.  

Contradicting examples: The final passage noted above is also an example of pattern 

four: false emphasis, or that the structural ordering of information of the document itself leads to 

readers’ assumptions. In the passage “[theatre] enables students to discover and engage with 

different forms of theatre across time, place and culture and promotes international-mindedness” 

(16) is the first instance of the phrase “international-mindedness” appearing in the document. 

However, the IBO does not provide us with the definition of this term for a further two pages in 

the reading. Therefore, the reader encounters this key concept pertaining to the IB Program, 
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without the full perspective of what that concept might entail.  

Returning to point eight of O’Leary’s checklist (“considering the document’s agenda, 

including background, tone, and purpose”), we recall that the document’s primary audience is IB 

Theatre teachers, with the objective of facilitating those teachers through their planning and 

execution of the course. This intended audience questions the chosen ordering of these passages. 

Given that the purpose of this document is primarily to facilitate teachers in the planning of their 

courses, this raises the unanswered question as to what purpose is served by inverting course 

information in such a way? Returning to current IB Theatre Curriculum Manager Bindon’s 

appraisal of the Guide as a “policy document” may account for this structural incongruency.  

4.2.4 Dynamic Cultural Influences 

“Dynamic cultural influences” was the second most abundant grouping, with Part II 

yielding twelve examples. The wording in this section proves critical, possibly more so than 

other categories. The IBO’s definition of international-mindedness uses the complete phrase 

“dynamic cultural influence.” However, in the twelve total examples, six contain only the exact 

word “culture,” four are implying a connection to culture or referencing a type of culture, and 

two are pertaining only to the word “dynamic.” Textually, no examples contain the explicit 

phrase “dynamic culture” or “dynamic cultural influence,” which is the verbatim phrasing used 

by the IBO. While that exact phrasing appears within the international-mindedness definition, it 

fails to appear within Part II of the IB Theatre Guide. In addition to these twelve examples, there 

is one evidenced counter example not included in the overall count.  

Affirming examples: Beginning with the most prolific appearance, the coded word 

“culture” yields six examples, four of these explicit. Two such examples appear under the 

subheading “Theatre and theory of knowledge,” a subsection of the Guide that outlines 
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connections between the core components (EE, TOK, CAS) and possible subject collaborations. 

Two implicit example types from this section include “[w]hat moral responsibilities do theatre-

makers have?” and “[w]hat is the social function of theatre?” (18). Both of the above questions 

are posed through the lens of culture, and their meaning is understood without a further required 

explanation. The word “moral” implies principles governed by an overarching system of 

determining right from wrong. “[S]ocial function” implies an organized society into which 

theatre would respectively fit.  

Contradicting examples: Perhaps the most significant of the twelve offerings is an 

explicit anchor example23 found immediately following the definition of international-

mindedness. Appearing as a separate text box, the IBO’s definition of culture appears as follows: 

For this theatre guide, “culture” is defined as learned and shared values, interests, 

attitudes, products and all patterns of behaviour created by society. This view of culture 

includes an organized system of symbols, ideas, explanations, beliefs and material 

production that humans create and manipulate in their daily lives. Culture is dynamic and 

organic and operates on many levels in the global context—international, national, 

regional and local, as well as among different social groups within a society. Culture is 

seen as fluid and subject to change. Culture can be seen as providing the overall 

framework within which humans learn to organize their thoughts, emotions and 

behaviours in relation to their environment, and within this framework “cultural context”, 

which specifically appears in both the taught syllabus and assessment tasks of the theatre 

 
23 To reiterate, an anchor example is when the subject matter has been clearly defined in the subject heading or 

sentence. Therefore, any further appearances of the terminology are not counted in the overall tally, as it has already 

been clearly established that the subject matter that follows is linked to the appearing topic. 
23 See 3.5.1 Document Analysis Checklist (O’Leary), subsection 6, 7, 8: Gathering of Texts, Assessing the 

Authenticity, and Addressing the Agenda of the Documents. 
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course, refers to the conditions that influence and are influenced by culture. These 

include social, political, geographical and historical factors. (19) 

The pertinent phrase in this passage is “culture is dynamic.” The implied reference is to 

all cultures, across time and place, as the IBO does not specify a distinction. Nor does the IBO 

reference its sourcing24 for its definition of culture. However, this perspective appears to at least 

partially align with other published definitions. Paul Claval’s “Multiculturalism and the 

Dynamics of Modern Civilizations” states that “cultures are not static realities” (1) and are 

“considered as resulting from a complex process of handing on the practices and knowledge of 

older generations” (1). They are therefore constantly evolving, as “every one reinterprets 

constantly what it has received or experienced in order to deal with evolving environments” (1). 

Past culture is linked to current culture by the idea of cultural inheritance (2). While the IBO 

does not cite or source its definition of culture, Claval’s definition offers these several points of 

alignment.  

The IBO’s lack of referencing sourcing or influences for their cultural definition is 

potentially problematic, as the IB Theatre course participants are tasked with examining and 

experiencing the concept of culture in conjunction with a “wide variety of performance styles, 

theatre traditions, theatre theorists and play texts” (Theatre Guide 18) “across time, place and 

culture” (16, 22, 25, 31). As the term “culture” appears both in Parts II and III of the IBO’s 

definition of international-mindedness, indicating a raised level of significance, a further 

discussion and investigation concerning the interplay of culture in relation to the IB Theatre 

coursework and assessments is warranted. (See Part III, the IB Theatre Program Coursework and 

Assessment.) 
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Examining the structure of the IBO’s definition of culture, rather than its content, reveals 

it to be an example of pattern four: false emphasis. The definition exists as a separate box, more 

notable than the surrounding text. This formatting, combined with the explicit and implicit 

“cultural” examples, indicates the prominence of this passage. The structural ordering and 

repetition of the word “culture” may reasonably indicate to the reader that culture is a dominant 

aspect of international-mindedness, and therefore the IB Theatre course. However, the coming 

analysis will ultimately challenge this supposed notion. In this way, this passage is an example of 

pattern four.  

Two further examples, which in combination create a counter example, appear within the 

text. Both appear under the subheading “Engaging with sensitive topics.” This section is placed 

immediately below the “culture” text box just discussed. There we find that  “[c]onsideration 

should also be given to the personal, political and spiritual values of others, particularly in 

relation to race, gender or religious beliefs” (19). Immediately previous to this, the IBO used the 

explicit words “political,” “values,” and “religious” in its self-stated definition of culture (see 

above). The reader may potentially then infer that “[p]ersonal, political and spiritual values’’ are 

shaped and formed—at least in part— by culture, which the IBO again defines as “learned and 

shared beliefs, values, interests, attitudes, products and all patterns of behaviour created by 

society” (19). Subsequently, this particular statement of the IB Theatre Guide is an expression of 

promoted tolerance and a remonstration of cultural domination, or diminishment. This sentiment 

aligns and supports the international-mindedness criteria of promoting “dynamic cultural 

influence” and “significance of diversity” and “openness and curiosity about the world and its 

people” (18). In proposing sensitivity to others’ “personal, political and spiritual values” (19), it 

is considered an affirming example.  
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Conversely, the IB’s definition of culture becomes problematic when taken in correlation 

with another statement occurring in the same subheading, “Engaging with sensitive content.” 

Appearing two sentences later, the Guide states that “[s]chools must be vigilant to ensure that 

work undertaken by the student does not damage the environment, include excessive or 

gratuitous violence or reference to explicit sexual activity” (19).  

The difficulty with this statement regarding the school’s vigilance is the likely intention 

of safeguarding students through the censorship of potentially harmful materials or actions. 

However, in doing so, the IBO is also negating its previous statement, i.e., that “[c]onsideration 

should also be given to the personal, political and spiritual values of others, particularly in 

relation to race, gender or religious beliefs” (19). By forbidding certain actions or the use of 

certain materials, the IBO is asserting a specific cultural value system upon the students’ 

learning, thus contradicting their previous statement of allowing “consideration [of all] personal, 

political and spiritual values of others” (19). As Leon Dyczewki and Zuzanna Sławik suggest, 

values are informed by culture: “The value orientation category of good and bad belongs strictly 

to the world of culture,” and moreover “[v]alues, although permanent, can be variously 

interpreted by different individuals” (146). The various interpretations and relative perspectives 

of passages such as “damaging the environment” seem endless. The IBO’s statement may be 

read as certain cultural values are deemed acceptable, versus unacceptable, thus creating a binary 

fallacy of right versus wrong diametrically opposed to universalism and international-

mindedness.  

Judiciously, the IBO does in fact state that values in part guide its pedagogical choices 

(14). However, similarly to its definition of culture, it does not reference any sources that guide 

and shape these cultural values. Ultimately, the contradiction exhibited in the passages of 
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“[e]ngaging with sensitive context” stem from moral as opposed to pedagogical proclamations. 

As moral values are dictated by cultural and individual circumstances (Dyczewki and Sławik), 

the IBO’s stance that certain materials must be “vigilantly” guarded against implies a judgment 

of a culture’s moral values, and ultimately contradicts its previous “consideration” of others’ 

intersectionality and all that encompasses. Equally, the concept of prohibition suggests a 

consequence or punishment; however, the IBO does not list what actions, if any, may be taken. 

The ambiguity of the phrasing, combined with the consecutive structuring of these two phrases, 

make the IBO’s definition of culture an example of patterns three and four, contradictory 

definitions and false emphasis, respectively. Culture’s appearance twice within the international-

mindedness definition places it as a key criterion within the IBO, and will therefore be further 

dissected in the coming analysis (see 4.3.7 Cultural Recognition Overview; 4.4.2 A Closer Look 

at Culture). 

4.2.5 Part II Conclusion 

As the shortest section of the IB Theatre Guide, Part II offers a multitude of critical and 

occasionally contradictory examples, ultimately culminating in an overall indication of pattern 

four, false emphasis. The previous mentioned examples suggest the forthcoming Part III of the 

IB Theatre Guide to align and deliver the multiple derivations of diversity and culture. However, 

Part III of the analysis proves this assumption false as diversity and culture are not revealed as 

top indicators. As the analysis of the IB Theatre Guide concludes, we will determine which 

international-mindedness criteria appear most frequently in the coursework and assessment 

sections, and determine which of these criteria carry the greatest academic weight within the IB 

Theatre Program.  

4.3 Analysis of Part III: The IB Theatre Program Coursework and Assessment 
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4.3.1 Introduction 

Part III is the longest and most in-depth section of the IB Theatre Guide, totaling sixty-

one25 pages. As this section contains the most critical information pertaining to the IB Theatre 

Program, i.e., the coursework and assessment requirements, this analysis will subsequently 

examine each of the five international-mindedness criteria categories, as opposed to examining 

only two criteria, which occurred in the analyses of Parts I and II. These will be examined in 

order from most to least frequently appearing. 

As a prerequisite to the analysis, we must first establish the layout of Part III of the IB 

Theatre Guide. Part III consists of course-specific information and begins on page twenty-two of 

the pdf document. This may cause confusion for the reader, as the sub-headings for this page 

read “The arts aims” and “Theatre aims.” While it would be logical that both of these aspects 

would fall into Part II (the IB Program and Arts and Theatre), the theatre aims state that “[i]n 

addition, the aims of the theatre course at SL and HL are to enable students to . . .” (22). The 

terms “SL and HL” refer to the phrases “higher level” or “standard level,” indicating which 

course level a student is undertaking. Their inclusion thus indicates that the IBO is referencing 

the IB Theatre course specifically, as opposed to arts and theatre overall. However, as the 

captioning titles do not indicate this, clarification is necessary. 

For the purpose of this analysis, I refer to Part III of the IB Theatre Guide as two separate 

sections: the coursework, and the assessment. The coursework encompasses themes, approaches, 

patterns, and course expectations that should appear in the teacher’s planning and execution of 

the IB Theatre course. Suggestions do not include specific content but rather parameters for what 

skills and roles students would be expected to interface with over the duration of the two-year 

 
25 Excluding a two-page glossary of terms at the Guide’s conclusion. 
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course. The assessment section includes task expectations, details, rubrics, prescribed lists 

(where applicable), and suggested sample projects26 on which students might model their own 

work. Below is an abridged table of contents for the third and final section of the Guide:  

Model 4.3: IB Theatre Program Coursework and Assessment 

Coursework 

Aims: Art and Theatre 

Assessment Objectives 

Assessment Objectives in Practice 

Approaches to Teaching and Learning 

Syllabus Outline: Overview of the Course 

Syllabus Content 

Linking the Theatre Core Syllabus Areas to the Assessment Tasks27 

Assessments 

Assessment in the Diploma Program 

Assessment Outline-SL and HL 

External Assessment: External Assessment tails-HL only 

Task One: Solo Theatre Piece (HL Only) 

External Assessment Criteria (HL Only) 

External Assessment Details-HL and SL 

Task Two: Director’s Notebook-SL and HL 

External Assessment Criteria-SL and HL 

External Assessment Details-SL and HL 

 
26 Brief example boxes appear for the Solo Theatre Piece and the Research Presentation (47, 67) but not other 

assessments. 
27 In the actual analysis of the IB Theatre Guide, these two pages were omitted. This section essentially is a 

repetition of previously stated information, presented in charted, rather than textual form. Therefore these pages 

were omitted as to not misinform the final tally of coded criteria examples. 
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Task Three: Research Presentation 

External Assessment Criteria-SL and HL 

Internal Assessment 

Task Four: Collaborative Project 

Internal Assessment Criteria-SL and HL 

Internal Assessment Details-SL and HL 

 

For ease of this cross analysis, numerous subheadings were omitted, but are reinserted in 

future diagrams. The wordiness of this section is suggestive of the likelihood of conflation within 

the Guide. This is evidence of pattern two, confusing informational repetition, which in this case 

is represented though the repetitive structuring and labeling of the individual details of each 

assessment as opposed to than grouping them together as larger categories. 

For ease of analysis, we will discuss how each of the international-mindedness criteria 

presents itself in first the coursework section, followed immediately by its appearance in the 

assessment section. However, these sections do not appear as such within the IB Theatre Guide. 

The reader must first read all of the content of the coursework before connecting this to a 

specific assessment task later in the text. This disconnect of coursework from assessment in the 

syllabus can lead to misunderstanding or misapplication amongst assessment tasks, a situation 

we wish to avoid in this analysis. Therefore, each international-mindedness criterion will be 

examined first in the coursework section, followed immediately by the assessment section, in 

their descending order of prevalence. This is done in an attempt to avoid conflation between the 

international-mindedness criteria’s appearances between coursework and assessment. Following 

this will be a cross analysis of the entirety of assessments in order to conceptualize them more 

fully. 
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Finally, the focus of these examples’ analysis lies less in what example types they 

represent, i.e., implicit, explicit, etc., but rather where they exist within Part III of the literature, 

i.e., in coursework or in assessment. This shifts the importance onto how and where these 

elements manifest themselves within the syllabus. This refocuses the emphasis of this research 

less upon how the IBO makes proclamations concerning international-mindedness, and more 

upon where, how or if these claims are determinable as measurable outcomes of the IB Theatre 

course assessments; i.e., from a projected aim to a measurable learning outcome. 

4.3.2 International-mindedness and the IB Theatre Course 

The text used to determine the coded terms for international-mindedness in this section is 

as follows: 

The IB Diploma Programme theatre course gives students the opportunity to study a wide 

variety of performance styles, theatre traditions, theatre theorists and play texts. Students 

are expected to explore and engage with theatre from a variety of contexts. Through 

creating, investigating, critically analysing and appreciating differing forms and styles, 

students deepen their understanding of theatre, as well as their knowledge, understanding 

and experience of the arts within the global community. They become more informed and 

reflective, and develop their abilities to become enriched practitioners, communicators, 

collaborators and creative thinkers. They learn to acknowledge the aspects that appear in 

all performance forms and theatre traditions, and also to recognize the unique ways in 

which particular cultures express and represent their values and identity through shared 

performance. (18) 

The coded terms extracted for this section are indicated in the table below:  

Model 4.4: Part Three International-minded Definitions Coded Terms 
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Students are 

exposed to:  

Students have 

experience: 

Student have 

experience: 

Students will: Students will: 

“a wide variety of” 

 

1. Performance 

styles-traditions 

2. Theatre theorists  

3. Play texts 

 

1. Exploring 

2. Creating  

3. Investigating  

4. Critically  

Analysing theatre 

in differing forms 

and styles  

1. Appreciating,  

2. Understanding 

3.[Being] informed 

4. Reflective  

 

“develop skills to be 

enriched:” 

 

1. Theatre 

practitioners  

2. Communicators 

3. Collaborators 

4. Creative thinkers 

 

1. [Make 

connections 

between] forms 

and traditions 

2. Recognize 

unique cultural 

expression 

3. Recogn[ize] . . . 

values and identity 

through shared 

performance 

 

Part three of the definition yields the most complex coded indicators, with each phrase 

containing multi-faceted criteria of international-mindedness. Given this diversity and their 

grouping within the definition, the researcher developed succinct category headings to more 

effectively organize the data. These five category headings and their respective color codings are 

indicated in the table below: 

Model 4.5: Part III: International-mindedness Criteria Categories 

Theatre Content 

 

Analytical, 

Research Skills 

Reflective, 

Revisionist 

Skills 

Practical Theatre 

Skills 

Cultural 

Appreciation and 

Recognition 

Abbreviated as  

“Theatre 

Content” 

Abbreviated as  

“Analytical 

Skills” 

Abbreviated as 

“Reflective 

Skills” 

Abbreviated as 

“Practical 

Skills” 

Abbreviated as 

“Cultural 

Recognition”  

 

In Part III of the IB Theatre Guide, the research yielded 1,195 examples of coded words 

or phrases, by far the most prolific of any part of the Guide. Of those 1,195, 248 are attributed to 

Theatre Context, 348 to Analytical Skills, 233 to Reflective Skills, 302 to Practical Skills, and 64 
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to Cultural Recognition. The breakdown of these percentages within Part III are as follows:   

Model 4.6: Part III: International-mindedness and the IB Theatre Course 

 

The breakdown of these coded examples appearing in Part III of the text, coursework versus 

assessment, can be viewed as follows: 

Model 4.7: Part III: International-mindedness Percentages Appearing, Coursework 

versus Assessment 

International-mindedness 

Category Examples 

Percentage Appearing in 

Coursework Section 

Percentage Appearing in 

Assessment Section 

Theatre Content 23.38% 76.61% 

Analytical Skills 20.11% 79.88% 

Reflective Skills 20.60% 79.39% 

Practical Skills 24.50% 75.50% 

Cultural Recognition 37.50% 62.50% 
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Across the board, mentions of each international-mindedness coded criteria are higher in 

the assessment section of the syllabus versus the coursework, with about 75% of the appearances 

occurring in the latter. The exception to this is the final category “Cultural Recognition,” which 

has 37.50% of its examples found in the coursework section, leaving 62.50% in the assessment 

section. This initial data indicates less of a presence of cultural appreciation in measurable 

student outcomes of the course, oppositional to the data gathered in Part II of the analysis (see 

section 4.2.4 Dynamic Cultural Influences).  

4.3.2.1 International-mindedness Within the Coursework 

 The coursework section (23-37) encompasses the first half of Part III of the IB Theatre 

Guide and provides the teacher with parameters and expectations as to how the course should 

run. The layout of the coursework section, which immediately succeeds the IB Program and the 

arts and theatre section, is as follows: 

● Assessment Objectives 

● Assessment Objectives in Practice 

● Approaches to Teaching and Learning in Theatre 

● Syllabus Outline 

○ Overview of the course 

● Syllabus Content 

● Theatre in Context 

○ Creating theatre based on theatre theory (HL only) 

○ Working with play texts (HL and SL) 

○ Examining world theatre traditions (HL and SL) 

○ Collaboratively creating original theatre (HL and SL) 
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● Theatre Processes 

○ Creating theatre based on theatre theory (HL only) 

○ Working with play texts (HL and SL) 

○ Examining world theatre traditions (HL and SL) 

○ Collaboratively creating original theatre (HL and SL) 

● Presenting Theatre 

○ Creating theatre based on theatre theory (HL only) 

○ Working with play texts (HL and SL) 

○ Examining world theatre traditions (HL and SL) 

○ Collaboratively creating original theatre (HL and SL) 

● Teacher Support Materials 

The layout of the coursework section within Part III of the IB Theatre Guide is evidence 

of pattern two, confusing informational repetition. In the above fourteen-page section of the IB 

Theatre Guide, there exist multiple reiterations of the same four points (“creating theatre based 

on theatre theory” (32, 34, 36), “working with play texts” (32, 34-35, 36), “examining world 

theatre traditions” (32-33, 35, 36-37), “collaboratively creating original theatre” (33, 35, 37), 

producing disorientation as to which slightly different subheading houses specific assessment 

and coursework details, potentially making finding specific information within this section of the 

IB Theatre Guide somewhat cumbersome.  

4.3.2.2 International-mindedness Within the Assessment  

 The assessment section (40-84)28 encompasses the second half of Part III in the syllabus 

 
28 Several pages have been omitted from the syllabus for various purposes. The omitted pages 38-40 are a visualized 

flow chart that links the coursework to the assessments, explained in footnote 27. The second omission of pages 85-

86 is a glossary of key terms, explained in footnote 25.  
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and provides detailed information centering on student assessments. Though they are completed 

under the guidance of the teacher, the assessments are considered separate from the coursework. 

More correctly, they are an extension of the students’ learning within the coursework and an 

obvious next step. No course content covered by the teacher should be repeated or reused by the 

students as subject matter in their assessments. This can lead to difficulty navigating the 

assessments, as students may be expected to draw connections to previously studied theatre 

forms, such as in the Research Presentation (61-72).  

 The setup of the assessment section, the longest individual section of the Guide, and 

immediately succeeding the coursework section, is as follows: 

● Assessment in the Diploma Program  

○ General 

○ Methods of assessment 

■ Assessment criteria 

■ Markbands 

■ Analytical markschemes 

■ Marking notes 

○ Inclusive Assessment Arrangements 

○ Responsibilities of the School 

■ Teacher Support Material 

● Assessment Outline-SL and HL 

● External Assessment 

○ Task One: Solo Theatre Piece (HL only) 

○ External Assessment Criteria-HL only 
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■ Summary 

● External Assessment Details-SL and HL 

○ Task Two: Director’s Notebook  

○ External Assessment Criteria-SL and HL  

■ Summary 

● External Assessment Details-SL and HL 

○ Task Three: Research Presentation 

○ External Assessment Criteria-SL and HL  

■ Summary 

● External Assessment 

○ Guidance and Authenticity 

○ Time Allocation 

○ Using Assessment Criteria for Internal Assessment 

○ Internal Assessment Task-SL and HL 

○ Task Four: Collaborative Project  

○ Internal Assessment Details-SL and HL  

■ Summary 

In addition to these, each assessment task lists these sub-categorizations:   

○ Preparation Process 

○ Assessing the Task 

○ Theatre in Context 

○ Theatre Processes 

○ Presenting Theatre 
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○ Using the Theatre Journal 

○ Task Details (may include examples or prescribed choices) 

○ Role of the Teacher 

○ Structuring the Project  

○ Academic Honesty 

The homogenization of the assessment tasks through an identical structural framework 

creates a complex index that can make locating specific project information difficult. As each 

assessment contains identical criteria, there is little to differentiate the tasks at a glance. This list 

is further evidence of the meticulous task unpacking the IB Theatre syllabus can. This 

organization of related, but ultimately separate projects, contributes to the potential minimization 

of diversity and breadth within the individual assessments. In this way, the categorizations of 

both the coursework and assessment sections of the Guide are examples of pattern two, 

confusing informational repetition, in the structure of the program (see 4.3.2.1 International-

mindedness Within the Coursework for a full example). Citing the official process of creating 

and structuring any given IB Diploma Program guide,   

The DP subject Guide is provided to curriculum managers as an MS Word document 

template by the IB’s Multilingual Educational Publishing Division (MEP). This 

document contains a structure that we’re encouraged to follow but if there is a reason 

that a course doesn’t follow the structure of the template, then the curriculum manager 

has the autonomy to challenge the design . . . to make big changes to the Guide you have 

to have a lot more evidence as to why it’s important. . . . The IB is a complicated, 

multilayered organization that operates across time zones and continents, so bringing 

about change in one subject guide is a challenge for an organization that tries to seek 
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alignment across its entire body of courses. Thus the publication of any course guide is 

always going to be a compromise. (Bindon) 

The pressured and acknowledged homogeneity imposed upon all curriculum managers, and other 

creators of the IB Theatre Guide, evidences a disconnect within the IBO’s administrative 

leadership and their curriculum developers. This further raises the question whether the 

structuring of IB Theatre Guide is following best practices of the subject, or is an unintentional 

byproduct of the IBO’s “multilayered organization[al]” nature. This section of the analysis seeks 

to uncover this information. 

 As with the coursework section, we will examine how each of the international-

mindedness criteria appears within this section. As there are an abundance of affirming examples 

present in this the most prolific section of the Guide, the analysis of Part III will mostly focus on 

atypical examples. This is done to preserve the succinctness of this analysis. This will be 

succeeded by a comparative analysis of the assessments as a whole and the conclusive findings 

for this chapter. 

4.3.3 Analytical Skills Overview 

Analytical Skills is the most prolific area in Part III of the syllabus. This category has 348 

examples overall, with 70 examples found within the coursework section of the syllabus, and 278 

found within the assessment section. The visual breakdown of percentages in the coursework 

section versus the assessment section are as follows: 
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Model 4.8: Part III: Analytical Skills  

 

 

 

 

 

 

 

 

 

The “Analytical Skills” key coded terms of international-mindedness are “exploring,” 

“creating,” “investigating,” and “critically analysing.” The repeated exact text reads “[s]tudents 

are expected to explore and engage with theatre from a variety of contexts. Through creating, 

investigating, critically analysing and appreciating differing forms and styles, students deepen 

their understanding of theatre, as well as their knowledge, understanding and experience of the 

arts within their global community.” (18). The coded word “engage” appears in the textual 

phrase; however, it was not actively included in this set of criteria. Students are expected to 

engage in all aspects of coursework; therefore, that particular word was omitted from this 

category. This set of Analytical Skills was ultimately grouped together because first, they closely 

followed the original phrased grouping within the IBO’s given definition, and second, they are 

logically clustered together as identifiable, research-based skills.  

4.3.3.1 Analytical Skills Within the Coursework 

 Affirming examples: Amongst the numerous examples of expectations of the IB 
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Program, that students develop Analytical Skills is the most salient. In the coursework section of 

the Guide, the IBO does a thorough job of including a variety of analytical coded phrases, a total 

of seventy in all, making inquiry and critical analysis a clear and expected cornerstone of 

students’ learning. An example includes the IBO’s pedagogical claim that “students learn 

through problem solving and inquiry” (26). The theatre journal, an unassessed coursework 

component, also offers numerous learning opportunities to develop and fulfill the Analytical 

Skills expected of the program. Student entries in their theatre journal might include “critical 

analysis and experiences of live theatre productions,” or “analysis of learning experiences,” and 

is an obvious place to “record research” (29-30). 

Another example of the research or Analytical Skills expected of the students is the 

ability to communicate their learning “through action, staging, project planning, workshops, 

presentations, physical demonstrations, oral, visual and written expression” (26). A substantial 

amount of investigating, creating, and exploring would need to be undertaken by the student for 

these activities to be viably successful experimentations. For example, “Students examine the 

personal, theoretical and cultural contexts that inform theatre-making and the ways in which 

these affect and influence creating, designing, directing, performing and spectating” (27). As part 

of the process of engaging practically with a form, students are required to “examine” theatre 

through various lenses or contexts. Students are then expected to deduce and process how these 

contexts affect the ultimate product. This entire process is indicative of the core elements of 

exploration and experimentation within the IB Program.  

As a final example, the IBO states that students “understand that the contexts that 

influence, inform and inspire their own work as theatre-makers” and “that [theoretical and 

cultural contexts] inform theatre-making and the ways in which these [contexts] affect and 
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influence creating, designing, directing, performing and spectating” (27). The student would 

need to apply a tremendous amount of critical experimentation, investigation, and reflection to 

understand their own personal contexts: how those research skills translate into their daily lives 

and their personal artistic choices, how those choices inform and shape multiple different aspects 

of their theatre creations, and finally, how to articulate this entire process of discovery both 

verbally and in written form.  

 Contradicting examples: pattern one, undetermined implementation of international-

mindedness and pattern three, contradictory definitions, are evidenced within the “teaching and 

learning” subheading of the coursework section. In the phrase “teachers should not only teach 

practices they themselves are familiar with and knowledgeable about, but also be risk-takers and 

expose students to unfamiliar world traditions” (25), the word “knowledgeable” has a variety of 

potential interpretations. The Guide does not directly specify if the IBO is suggesting that 

teachers should be instructing students on subjects they have no knowledge of, and be 

experimenting with “unfamiliar” theatre practices; or suggesting that teachers should themselves 

be investigative learners, first informing themselves and then their students?  

Regardless of intended meaning, the underlying issue remains the current program 

structure does not provide definitive course material or lesson plans for the teacher within the IB 

Theatre Guide. This shifts the responsibility of delivering “a wide variety of performance styles, 

traditions, theatre theorists, and play texts” (18) onto the teacher. This pattern will continue to 

develop in the following assessment section, where we see the IB Theatre Guide’s lack of a  

measurement to ensure criteria of diversity of time, place, culture. The fuller ramifications of this 

pattern are further evaluated in Chapter Five. 

4.3.3.2 Analytical Skills Within the Assessment 
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Affirming examples: “Analytical Skills” (“exploring,” “creating,” “investigating,” and 

“critically analysing”) are likewise the most prolific examples of international-mindedness 

within the assessment section of the Guide, with 278 appearances in the assessment section alone 

(versus coursework and assessment). Numerically speaking, examples of Analytical Skills are 

the most commonly occurring criteria found in the syllabus. For example, the coded word 

“exploring,” “exploration,” or some other iteration appears particularly often in the Solo Theatre 

Piece task’s details (43, 44).  

In the “structuring the report section,” of the Solo Theatre Piece (47), the syllabus clearly 

asks for “relevant illustrations, annotated text, charts, mind maps, visuals, diagrams, or designs 

considered necessary about their learning” (47). Here we see a flexibility and willingness on the 

part of the IBO to give credit for a student’s analysis, especially in non-traditional forms beyond 

formal written language. This is especially beneficial for students who do not excel in written 

analytical work.  

 Other iterations of analysis applied in the theatre research process are “research and 

discoveries,” “discoveries of research,” or “researching or practically engaging with” (62). 

Overall, there are an abundance of “Analytical Skills” examples that appear within the 

assessment section of the syllabus. Generally speaking, they are clearly presented, with an 

apparent expectation for the teacher and student. As a preliminary conclusion, the researcher has 

determined that “Analytical Skills” are the most critical and highest assessed criteria of 

international-mindedness in the IB Theatre Program. 

 There are no counter examples evidenced within the assessment section, therefore the 

“contradicting examples” section of this analysis has been omitted. 

4.3.4 Practical Skills Overview 
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 “Practical Skills” is the second most prolific area in Part III of the syllabus. This category 

has 302 examples overall, with 74 examples found within the coursework section of the syllabus. 

This is just slightly more than “Analytical Skills,” with 70 appearances, making “Practical 

Skills” the most prolific criterion in the coursework section, and the second most prolific 

criterion in Part III overall. The visual breakdown of percentages in the coursework section 

versus the assessment section are as follows: 

Model 4.9: Part III: Practical Skills 

 

 The exact text reads as “[s]kills to become enriched theatre practitioners, communicators, 

collaborators, and creative thinkers” (18). The coded terms and phrases pulled from this text are 

“skills” “theatre practitioners,” “communicators,” “collaborators,” and “creative thinkers.” The 

unspecified skills to become “theatre practitioners” encompass those related to acting, directing, 

designing, playwriting, theorizing, and spectating. As opposed to the analytical criteria, the 

distinction between these two groups lies in the practical application and engagement with these 
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skills. While some “Analytical Skills” may contain a practical element, such as experimentation, 

the essence of the “Practical Skills” is that they are inherently practical in nature.   

4.3.4.1 Practical Skills Within the Coursework 

 Affirming examples: As with “Analytical Skills,” there are numerous affirming “Practical 

Skills” examples present within this section of the Guide. The example “[students] select, use 

and apply a variety of appropriate skills and techniques” (23) appears in the assessment overview 

section29 in the beginning pages of Part III. Another such example states that students should 

have experience with “techniques and methods of making theatre, and present these discoveries 

in a variety of ways, through performance [and others]” (25). Making, presenting, and 

performing theatre implies a mandatory and heavy engagement in a variety of theatrical roles, 

such as director, performer, designer, theorist, and spectator.  

Collaboration is another term present within the “Practical Skills” category: “The 

collaborative process is essential to theatre and students should experience and reflect on the 

processes of collaboration, its benefits and its challenges” (25). Based on this specific passage, 

we can determine that the IBO views collaboration both as an essential skill set of the “enriched 

theatre practitioner,” as well as a skill needed in international-mindedness-focused students. In 

this instance, the “experience” refers to their role as the theatre practitioner, and what they are to 

“reflect on” refers to their role as a learner. This interplay denotes a natural intersection between 

theatre and international-mindedness. 

Contradicting examples: A counter example is noted in the “Approaches to teaching” 

 
29 The assessment overview section, which is composed of assessment objectives and assessment objectives in 

practice, is found in the very beginning pages of the coursework section. At a glance, this may read as 

counterintuitive. On page 23, an overview of the assessment objectives preempts the coursework section, which 

effectively then begins on page 25. On page 40, assessments are then reintroduced in the official assessment section. 

This is opposed to a cohesive grouping of the coursework, followed by the assessments. This is an example of 

pattern two, confusing informational repetition. 
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section located in the beginning pages of the coursework section of Part III: 

[Teachers] should consider themselves neither as the source of knowledge, the deliverer 

of information or the theatre director. Teachers should, rather, consider themselves as 

engineers of experiences. The teacher’s role is to create opportunities that allow the 

students to explore, learn, discover and collaborate to become autonomous, informed and 

skilled theatre-makers. (25) 

This statement is an example of pattern one, undetermined implementation of international-

mindedness, in that it refocuses a critical element of the course upon the teacher rather than the 

structure of the IB Theatre course itself. This statement mirrors the previous example discussed 

in the “Analytical Skills” section, i.e., that “teachers should not only teach practices they 

themselves are familiar with and knowledgeable about, but also be risk-takers and expose 

students to unfamiliar world traditions” (25) (see 4.3.3.1 Analytical Skills Within the 

Coursework, contradicting examples). There, the emphasis lies on the teacher providing the 

course materials’ content. In this example, we see the pedagogical approach being heavily 

suggested without specific examples of how this may be executed. Phrasing such as “getting 

students to work in groups or pairs to generate and activate a series of practical exercises based 

on an aspect of theory” (34) does not specify how a teacher would may guide students in the 

complex task of creating their own theory-based acting exercises. The what is specified without 

the how. Rephrased, learning outcomes are detailed without specific guidance on how the teacher 

might achieve this new dynamic between teacher and learner in the progression of the course.  

The issue with this passage is ultimately not the suggestion of non-conventional teaching 

approaches that the IBO is suggesting, but rather the lack of specific details on how this might be 

achieved. The lack of proposed content, juxtaposed with the fixed assessment criteria, leaves the 



108 

IB Theatre teacher in a difficult position of fulfilling specific teaching objectives, with little 

guidance on how to accomplish this. Essentially, the IB Theatre Guide creates a program 

paradox by requesting a specific style of instruction, while simultaneously ignoring evidence that 

would directly prove, or invalidate, its existence.  

4.3.4.2 Practical Skills Within the Assessments 

Affirming examples: A total of 228 examples are found within the assessment section of 

the IB Theatre Guide, making it the second most prolific international-mindedness criteria 

appearing in the assessment section of the Guide’s Part III. As with the “Analytical Skills” 

analysis, appearances of “Practical Skills” are straightforward and abundant. Given this, 

affirming examples will be omitted in favor of examining them more thoroughly in the 

forthcoming cross analysis of the assessments where their discussion would be more beneficial. 

Contradicting examples: A prominent counter example concerning the assessments is 

actually located within the coursework section of the Guide. This is one of multiple instances 

where we see the clear relationship of the coursework informing and contributing to the overall 

assessment, though the IBO organizes them predominantly as two separate entities. This counter 

example appears in the “Approaches to teaching and learning” section. The IBO states that “[i]n 

the assessment tasks, students also have free choice to choose plays, theatre traditions, stimuli 

and theatre theorists which interest and excite them” (26). In practice, this statement is not 

entirely factual. Conditionally, students have free choice to select plays, theorists, and stimuli 

that meet the IBO’s chosen criteria of acceptability. For example, only published plays are 

permitted for use in the assessment process (34). Likewise, students must select theorists who 

have both primary and secondary sources associated with their work (44). This would exclude 

both those plays and theories that follow an oral rather than a written tradition. As the IB Theatre 
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Guide has established boundaries with students presenting materials deemed inappropriate (19), 

specifically overtly sexual materials, a student’s selection of stimuli is also subject to conditions. 

Nor is the theatre tradition an entirely “free choice” of the student, as they must select a tradition 

from a list of cultural options (see 4.4.3 Research Presentation Prescribed List). Given these 

various parameters, the statement that theatre students have “free choice” to practically engage 

with content of their choosing appears to be somewhat inaccurate.  

4.3.5 Theatre Content Overview 

“Theatre Content” is the third most prolific criteria of international-mindedness found 

within Part III of the syllabus. There are 248 examples overall, with 58 found within the 

coursework section of the syllabus, and the remaining 190 in the assessment section. The 

breakdown of percentages mirrors the most common 75/25 split previously established in the 

other two criteria. The exact breakdown in shown below:  

Model 4.10: Part III: Theatre Content 
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 The exact text from the definition of international-mindedness reads “[international-

mindedness is interfaced with] by studying [showing knowledge]30 of a wide variety of 

performance styles, traditions, theatre theorists and play texts” (18). The coded words that have 

been extracted are studying or showing “knowledge” of “wide variety,” “performance styles,” 

“traditions,” “theatre theorists,” and “play texts”. I categorized this grouping as “Theatre 

Content,” as the criteria focus on the students’ interaction with specific theatrical content and 

materials, whether that be theoretical or practical. “Theatre Content” has potential cross-over 

with “Analytical Skills” and “Practical Skills”, depending on whether the investigation of the 

content is practical or theoretical in nature. This is the first set of criteria chronologically listed 

within part three of the international-mindedness definition, but the third most frequently 

appearing within the coursework and assessment section of the Guide. This would indicate that 

ordering of criteria within the phrase is not indicative of their weighted importance (see 4.2.2 

International-mindedness in the Overall IB Program, for initial discussion).  

4.3.5.1 Theatre Content Within the Coursework.  

 Affirming examples: Perhaps the most easily identifiable international-mindedness 

criteria in the IB Theatre Guide, examples of “Theatre Content” usually appear in the syllabus as 

major headings and subheading; therefore, there are an abundance of affirming examples found 

within the text. The IBO uses a three-part design cycle consisting of “theatre in context,” “theatre 

processes,” and “presenting theatre,” as previously touched upon. Both the coursework and the 

assessments are structured to examine theatre as a rotating series through all three of these 

 
30 The word knowledge appears in a later sentence within the definition that “students deepen their understanding of 

theatre, as well as their knowledge, understanding and experience of the arts within the global community” (18). 

Rather than taking this sentence as a sixth criterion, I incorporated the word “knowledge” into in the “Theatre 

Content” section, as the phrase “studying” implied no presentable product. “Understanding” and “experiencing of 

the arts” appear in the other categories of “reflective skills” and “practical theatre skills.” “Global community” is 

implied through the act of studying numerous and varied world theatre forms, and is therefore included by default. 
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perspectives. Within each step of this three-part design cycle are the subheadings of “creating 

theatre based on theatre theory” (32, 34, 36), “working with play texts” (32, 34, 36), “examining 

world theatre traditions” (32, 35, 36), and “performance practices”31 (32, 35, 36). The constant 

reusage of these coded terms, i.e., “theatre theory,” “play texts,” and “theatre traditions,” leads to 

the “Theatre Content” category providing the most anchor examples of any international-

mindedness category, as once a section has clearly been established as pertaining to a specific 

subject, i.e., a play text (32, 33, 34, 35, 36, 37), occurrences of those coded words or phrases are 

not re-counted. 

 Contradicting examples: There are two counter examples of note in the coursework 

section, institutional and learner respectively. The IBO states that “[o]ne of the major objectives 

of the theatre in context area is also [for teachers] to enrich students’ development throughout the 

course by ensuring they experience theatre from a variety of times, places and cultures, both in 

theory and practice” (31). As an example of pattern one, undetermined implementation of 

international-mindedness, here we see again the IBO’s propensity for shifting assurance that the 

students “experience theatre from a variety of times, places and cultures, both in theory and 

practice” onto the teacher, without formal suggestions for how that diversity is achievable 

through sample lesson plans. This ultimately is categorized as a counter example, as the IBO 

does not substantiate the objective’s claim with meaningful evidence which ensures this. 

 The second counter example appears in the section entitled “Selection of materials for 

assessment,” where the IBO states that “[t]he tasks are intentionally student-centred and teachers 

should encourage students to make selections for their assessment tasks based on their own 

personal interests and what inspires and excites them” (26). While personal student interest is a 

 
31 As does “collaboratively creating original theatre”; however, this does not fall under the international-mindedness 

criteria heading of “Theatre Content” and is therefore omitted in this discussion.  
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worthy consideration, as a current teacher of the IB Theatre Program, it’s been my personal 

experience that students less often choose those topics in which they have genuine interest, and 

more often choose those that they assume will be the most accessible and successful for them. 

Anecdotally, this translates into easily accessible scripts, theorists, and traditions that offer an 

abundance of resources, i.e., which can mean commonly taught Western staples. 

Notwithstanding these circumstances, there is nothing within the IBO’s statement to ensure the 

student picks four assessment topics that meet the previous claim of a wide diversity of theatre 

(31), even within their own personal interests. For example, a student may be highly interested in 

Japanese culture, and choose all four of their assessments based on a different Japanese Theatre 

tradition, script, theorist, etc. While personal interests are important, the IBO fails to clarify how 

diversity of content will interplay with personal choice and be measurably acknowledged within 

the assessments. Without such a system in place, the IBO’s statement concerning pursuing 

“personal interests” (26) essentially negates its later statement regarding a “wide diversity of 

theatre” (31). In this way, this passage is also viewed as a counter example.  

4.3.5.2 Theatre Content Within the Assessment 

Affirming examples: Within the assessment section of the IB Theatre Guide, “Theatre 

Content” is the third most prolific area of the syllabus. There are 190 examples of “Theatre 

Content” criteria found in this portion of Part III, and as in the coursework section, the examples 

are largely unproblematic to locate. Just as in the coursework section, the use of subheadings 

such as “theatre theorists” and “play texts” aid in locating these examples. Additionally, three out 

of the four assessments center on an aspect of “Theatre Content” criteria, i.e., theatre theorists in 

the Solo Theatre Piece, play texts in the Director’s Notebook, and world theatre traditions in the 

Research Presentation (see 4.4.1 The Assessment Rubrics). Numerous anchor examples appear 
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in each of the above-mentioned assessments. The fourth remaining assessment, the Collaborative 

Project, appears to revolve much more heavily around “Practical Skills,” i.e., collaboration and 

experiencing various theatre practitioner roles. 

 Contradicting examples: More so than any other international-mindedness categories, 

“Theatre Content” criteria appear prolifically throughout the assessment section, due largely to 

their numerous and repetitive appearances as Guide subheadings. The repeated style of 

structuring is an example of pattern two, confusing informational repetition. Moreover, however, 

the numerous appearances of various “Theatre Content” criteria within the assessment section 

suggest these criteria are a dominant indicator in the assessment rubrics, i.e., the method through 

which students’ projects are ultimately assessed. However, as we will learn through the 

forthcoming cross analysis of the assessments, this assumption proves false. This indicates that 

the numerous appearances of the international-mindedness criteria of “Theatre Content” within 

the assessment section of the Guide is an example of pattern four, or false emphasis, as the 

analysis has already established the two most prolific international-mindedness criteria appearing 

within the assessments section of the Guide as “Analytical Skills” and “Practical Skills” 

respectively. In this way, the whole of “Theatre Content” criteria appearances found within the 

assessment section are somewhat contrary in nature. 

4.3.6 Reflective Skills Overview 

There are 233 examples of “Reflective Skills” overall, with 48 instances found within the 

coursework section of the syllabus, and the remaining 185 in the assessment section. The exact 

percentage breakdown of examples in Part III of the Guide are as follows: 

Model 4.11: Part III: Reflective Skills 
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“Reflective Skills” is the fourth most prevalent area in the international-mindedness 

criteria. The exact text appears in the Guide as “Through . . . appreciating differing forms and 

styles, students deepen their understanding of theatre. . . . They become more informed and 

reflective”32 (18). The coded words and phrases are “appreciating,” “understanding,” 

“informed,” and “reflective.” The grouping of “Reflective Skills” appears third in the 

chronological order of the international-mindedness definition. 

As no contradicting examples were evidenced within the coursework section of the IB 

Theatre Guide, that section has been omitted from this part of the analysis.  

4.3.6.1 Reflective Skills Within the Coursework 

Affirming examples: The appearances of “Reflective Skills” in the coursework section of 

the syllabus are fairly direct. In the “Assessment objectives” section of the IB Theatre Guide, we 

 
32 Omitted words have already appeared in other previously mentioned categories, such as “Analytical Skills” and 

“Practical Skills.” 
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see that students should “demonstrate knowledge and understanding of specified content,” as 

well as “be informed about the wider world of theatre and begin to understand and appreciate the 

many cultural contexts within which theatre is created” (28). Beyond these mentions of 

“understanding” and “appreciation,” “reflection” appears to be the leading coded term within this 

grouping. In the assessment objectives section, students must “[d]iscuss and justify [personal] 

choices” (23). A justification of these choices implies a required reflection upon their chosen 

actions. Taken from the “Approaches to learning” section of the Guide, we find the passage 

“students should experience and reflect on the processes of collaboration” (25). The additional 

course component of the theatre journal is an extended and continuous example of reflection 

required by the IBO, evidenced through the IB Theatre Guide. The latter states that while 

. . . elements of the journal may be selected, adapted and presented [by the student] for 

assessment, the journal itself is not directly assessed or moderated. It is, however, 

regarded as a fundamental activity of the course, developing the student’s ability to 

record research, process and reflection, skills that are required in all assessment tasks. 

(30) 

Ultimately, the purpose of the journal is to record students’ personal experiences and 

perspectives within the course. It is envisioned as being a reflective tool, and is tied to the 

student’s successful completion of each assessment (29-30). The optionality of the journal is 

likely a further extension of the autonomy and self-agency hallmarked and expected in 

international-mindedness. 

4.3.6.2 Reflective Skills Within the Assessments 

Affirming examples: “Reflective Skills” are the fourth most appearing international-

mindedness criteria in the assessment section, with a total of 185 examples. “Reflective Skills” 
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present as an anomaly, as there are arguably fewer examples within the assessment section than 

other categories (93 examples fewer than “Analytical Skills”), yet “Reflective Skills” appear 

consistently throughout the assessment section. This is likely due to two factors. The first is that 

the students’ roles and perspectives are critical within the IB Theatre Program. Students are 

asked at various times to take on numerous roles, such as “creator, designer, director, performer 

and spectator” (38, 39). These perspectives within these roles most naturally fall under the 

category “Practical Skills.” However, students are also often asked to refer to the perspective of 

themselves in each of these roles as a learner, and therefore regularly reflect upon this. The 

journal constitutes this informal, written reflection. As previously noted (see 4.3.6.1 Reflective 

Skills Within the Coursework), the journal is an ungraded but mandatory course component. 

Each assessment makes specific reference to how the journal should be utilized to support each 

individual project (45, 55, 63, 77).  

The second factor that causes “Reflective Skills” to appear consistently in this portion of 

the syllabus is that three out of the four assessment tasks include personal reflection or 

evaluation of their work or learning process. This constitutes 25% of the grade for each of the 

Solo Theatre Piece (52), Research Presentation (72), and Collaborative Project (84). 

Contradicting examples: This consistent occurrence within three out of four of the 

assessment tasks may lead the reader to conclude that “Reflective Skills” are among the top 

appearing international-mindedness criteria within the assessments. This conclusion is ultimately 

false, as through our analysis we have already determined “Analytical Skills” to be the most 

predominantly occurring international-mindedness criteria, and “Reflective Skills” to be the 

fourth most frequently occurring. To this end we can view this potentially misinforming 

structuring of the Guide to be another example of pattern four, false emphasis. 
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4.3.7 Cultural Recognition Overview 

 The final grouping in the international-mindedness criteria can be categorized as 

“Cultural Recognition.” The exact text appears in the definition as “[students] learn to 

acknowledge the aspects that appear in all performance forms and theatre traditions, and also to 

recognize the unique ways in which particular cultures express and represent their values and 

identity through shared performance” (18). The coded phrasing has been paraphrased by the 

researcher as “connections between forms and traditions,” “students will recognize unique 

cultural expression,” and “students will recognize values and identity through shared 

performance.” As opposed to the other five criteria, this grouping only has three phrased 

examples, as opposed to four or more in the other categories. This may partially account for the 

lower than average number of occurrences within Part III of the Guide. As the fifth and final 

criteria in the definition of international-mindedness, there are just 64 examples of “Cultural 

Recognition” overall, with 24 appearing in the coursework section and the remaining 40 

appearing within the assessment section. The exact percentage breakdown is shown below: 

Model 4.12: Part III: Cultural Recognition 
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This particular section is seen as distinctive for a variety of reasons. This is partially due to its 

infrequency of appearances––it is the only category within Part III with less than 100 recorded 

examples. Another distinction is that it breaks the approximate 25%:75% ratio of coursework to 

assessment appearances that occur in the other four criteria categories. Here, close to 40% of the 

examples are found within the coursework section of Part III. This translates to a lower 

percentage of occurrences appearing in the assessment section, closer to 60%, as opposed to 75% 

in the other categories. Finally, the breakdown of how the key phrases themselves appear within 

the text separates “Cultural Recognition” from the other four categories.  

Thus far, the analysis of the IB Theatre Guide has consisted of “affirming” and 

“contradicting” examples for each discussed criteria. However, the “Cultural Recognition” 

examples present themselves in a more complicated nature that renders categorizing these 

examples as a polarizing binary of “positive” or “negative” unproductive. Therefore, to better 

reflect the compound nature of these examples, this analysis will forego the previous “affirming” 
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and “contradicting” structure for a more holistic approach that comprehensively considers these 

examples.  

4.3.7.1 Cultural Recognition Within the Coursework 

Of the three phases presented in the “Cultural Recognition” categorization, the most often 

found within the IB Theatre Guide are references to “culture” or “cultural.” Specifically, in the 

“syllabus content” section alone, seven examples are noted (31, 33). Within this, some are 

considered anchor examples, making the actual numerical appearance of the phrase slightly 

higher. This is of particular importance because the heart of the “Cultural Recognition” criteria 

appears to rest predominantly on those passages solely referencing the coded word “culture.” 

This is opposed to the other two coded passages (i.e., “connections between forms and 

traditions” and “students will recognize values and identity through shared performance”) with 

markedly fewer occurrences. In actuality, only one phrase exemplifying “connection between 

forms and traditions” was noted in the coursework section of the Guide. As a suggested 

classroom activity, the passage reads “ask . . . students to choose a convention from a theatre 

tradition being explored and present the connections from the convention to the theoretical and 

cultural context of the tradition” (33). While clearly delineated, this remains the sole “connection 

between forms and traditions” example located in Part III’s coursework section. 

The remaining passage—”students will recognize values [of a culture] and identity 

through shared performance” (18)—offers no examples in the coursework section of the IB 

Theatre Guide. The failure to include this expressly in The IB Theatre Guide is concerning, as 

this appears to contradict an integral aspect of international-mindedness within the program. This 

issue will again be raised in the cross analysis of assessments (4.4.2 A Closer Look at Culture). 

4.3.7.2 Cultural Recognition Within the Assessment.  
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 In the fifth and final grouping of international-mindedness, “Cultural Recognition” has 

the lowest representation in the assessment section, with 60%, (and totaling just 5% of all the 

international-mindedness criteria present in all of Part III). Instances are indeed difficult to locate 

and often require the interpretation of the reader. Examples are not usually explicit, such as they 

were in the analysis of Part II of the Guide, where “culture” also appears as part of the 

international-mindedness criteria. However, the Director’s Notebook is an example assessment 

which offers the explicit coded word and phrase of “cultural” (53) and “cultural context” (54).  

Unlike other international-mindedness criteria, “Cultural Recognition” criteria only 

appear in two out of the four assessments: the Research Presentation and the Director’s 

Notebook. Almost exclusively, the examples within these assessments appear as implied 

interactions with culture. Appearing in the Director’s Notebook section is the statement that 

“students are permitted to work with play texts written in any language” (54). This implies an 

acceptance of cultural diversity and expression. However, the fact that the play text must be in 

written form and published (53) reduces the opportunity for non-conventional or plays recorded 

in an oral tradition to be utilized for this task. Ultimately, by stating that there are theatrical 

“aspects that appear in all performance forms” while mandating that students use published plays 

leads to the false claim that all plays are equal. Instead, only plays published in text form are 

considered valid for assessment. Notwithstanding this, the IBO additionally claims that a certain 

homogeneity exists between “all performance forms” yet simultaneously asks students to 

identify their “unique difference[s]”. This contradiction within a contained singular phrase 

questions if the structural choices are best practices for a theatre course, or rather attempts of the 

IBO to configure the IB Theatre Program with a multiplicity of other IBO course offerings? 

In the Research Presentation assessment, students are asked to investigate a world theatre 
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tradition from a provided prescribed list. The prescribed list reveals a limiting fixed view of 

culture that contradicts the IBO’s own claims of international-mindedness. The contention of the 

IBO’s cultural definition (see Part II of the analysis, 4.2.4 Dynamic Cultural Influences) is 

highlighted in its choice of prescribed options: “a theatre tradition has a fixed set of specific 

performance conventions that are ways of doing things and do not change significantly over 

time” (32). All examples are thus rooted in what could be considered a fixed time period (i.e., 

ancient Rome). In this assessment, amongst other criteria, students are assessed on their 

knowledge of the cultural context of the tradition (69), which the IBO declares as being “fluid 

and subject to change” (19). In essence, students are investigating a fixed window of time, as if a 

culture remained static during a specific period of the tradition’s formation, as a fixed tradition 

would indicate a fixed culture. This interpretation comes into direct conflict with the IBO’s 

previous description of culture, which it describes as being “dynamic” (19). 

Here we see the IBO’s difficulty in navigating the space between “dynamic culture” and 

“a fixed set of specific performance conventions,” essentially conflating the concept of culture 

with civilization. “Civilization owns a broader meaning and a larger scale than culture” 

(Bonnemaison 86). The civilization’s evolution across time periods lends itself more to the 

IBO’s objective of determining a “fixed set of performance conditions” than to pinning a 

tradition on an ever-changing culture. As the core issue can be viewed as an inefficiency of the 

defined term, this example serves to showcase the current discord surrounding the IBO’s 

definition of culture.  

One project understanding of the Research Presentation assessment is listed as follows: 

“through this exploration students will understand . . . the significance and value of world theatre 

traditions and performance conventions to the cultures from which they evolve” (62). While this 
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is listed as a project understanding, “values” does not appear within the assessment rubric, i.e., it 

is listed as an aim without a measurable learning outcome. This presents as an example of pattern 

four, false emphasis, as the appearance of the term “values” in the assessment section suggests 

its appearance within the assessment rubric.  

Conversely, the IBO may be potentially avoiding the predicament of encouraging the 

“assessment” of other cultures’ value systems. Ultimately asking students to pass judgment upon 

cultural values, especially for a grade, would create an ethical mire that the IBO may be rightly 

avoiding. This removal of values entirely from the rubric may be viewed as the IBO’s attempt at 

cultural neutrality—and an embracement of international-mindedness. In this way its approach 

should be applauded. Yet the question of how values interplay with international-mindedness 

remains. This draws us to our encompassing and concluding inquiry in this final categorization: 

how can the IBO make claims regarding a particular assessment without providing measurable 

outcomes for it?  

On this final note, let us turn our analysis to the assessment rubrics to investigate how the 

IBO calculates and determines learning outcomes within the IB Theatre Program. 

4.4 Assessment Cross Analysis 

4.4.1 The Assessment Rubrics  

 The IB Theatre assessments—the Solo Theatre Piece, the Director’s Notebook, the 

Research Presentation, and the Collaborative Project—make up the total of the assessed work 

that a student produces over the duration of their second year of study. These four projects are 

summative in nature, and account for the totality of the grade a student receives for the course. 

All other coursework, such as reflection, journals, performances, and any other aspect other than 

these four projects are considered formative and consequently neither submitted to the IBO nor 



123 

graded in any official capacity.   

Each of the four assessments is graded using a four-point rubric, labeled as Criteria A-D. 

Each criterion is worth a total of eight points, making each assessment worth a total of thirty-two 

points. Depending on which level of course the student is taking (SL or HL), each assessment 

counts for a different percentage of their overall grade. Students at standard level, or SL, 

complete a total of three assessments,33 while higher level students, or HL, complete all four. For 

the purposes of this research we will assume the default standard is an HL student, and thus 

analyze all four assessment projects conjointly.  

Criteria A-D vary for each specific project; however, each criterion falls under the 

subcategory of “theatre in context,” “theatre processes,” or “presenting theatre” in the design 

cycle of the IB Theatre course. As there are four criteria, but only three subcategories, one 

criterion is repeated twice. As a summed total across the assessments, students have sixteen 

different separate criteria that comprise their entire grade for the course.  

Each assessment contains assessment objectives, assessment criteria, level descriptors, 

and markbands. As described in detail in the assessment section of the IB Theatre Guide: 

Assessment criteria are used when the assessment task is open-ended. Each criterion 

concentrates on a particular skill that students are expected to demonstrate. An 

assessment objective describes what students should be able to do, and assessment 

criteria describe how well they should be able to do it. Using assessment criteria allows 

discrimination between different answers and encourages a variety of responses. Each 

criterion comprises a set of hierarchically ordered level descriptors. Each level 

descriptor is worth one or more marks. Each criterion is applied independently using a 

 
33 SL students are exempted from the Solo Theatre Piece assessment (43).  
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best-fit model. The maximum marks for each criterion may differ according to the 

criterion’s importance. The marks awarded for each criterion are added together to give 

the total mark for the piece of work. Markbands are a comprehensive statement of 

expected performance against which responses are judged. They represent a single 

holistic criterion divided into level descriptors. Each level descriptor corresponds to a 

range of marks to differentiate student performance. A best-fit approach is used to 

ascertain which particular mark to use from the possible range for each level descriptor. 

(40-41) 

Given that markbands list multiple assessment criteria, it is possible for them to contain more 

than one example of international-mindedness, from a single or numerous international-

mindedness categories. Usually, one international-mindedness category (“Analytical Skill,” 

“Theatre Content,” etc.) prevails as dominant in any given A-D criterion.  

Below is a charted analysis of the four individual assessments, the five international-

mindedness categories, and which A-D assessment criterion is evidenced in each given category. 

If characteristics of a particular international-mindedness category appear in an assessment 

criterion, it is noted in normal font. If it is the dominant example, it is noted in bold: 

Model 4.13: Solo Theatre Piece Prevailing International-mindedness Criteria 

International-mindedness Criteria Assessment Criteria 

Theatre Content  A, B, C 

Analytical Skills A, B 

Reflective Skills B, D 

Practical Skills B, C, D 

Cultural Recognition  
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Model 4.14: Director’s Notebook Prevailing International-mindedness Criteria 

International-mindedness Criteria Assessment Criteria 

Theatre Content A, B, C, D 

Analytical Skills A, B, C 

Reflective Skills B, C, D 

Practical Skills A, B, C, D 

Cultural Recognition A 

 

Model 4.15: Research Presentation Prevailing International-mindedness Criteria 

International-mindedness Criteria Assessment Criteria 

Theatre Content A, B, C, D 

Analytical Skills A, B 

Reflective Skills C, D 

Practical Skills B, C 

Cultural Recognition A, D 

 

Model 4.16: Collaborative Project Prevailing International-mindedness Criteria 

International-mindedness Criteria Assessment Criteria 

Theatre Content  

Analytical Skills A, B, C, D 

Reflective Skills A, B, C, D 

Practical Skills A, B, C 

Cultural Recognition  

 

By viewing the assessments by their 16 A-D criteria, we observe that “Practical Skills” appears 
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in twelve out of the sixteen assessment criteria, and is considered the dominant indicator in five 

of those twelve. This is followed by “Theatre Content,” “Analytical Skills”, and “Reflective 

Skills”, each found in eleven different A-D criteria. The least frequently appearing international-

mindedness criterion is “Cultural Recognition,” appearing in three. An exact breakdown of their 

appearances is below: 

Model 4.17: Part III: International-mindedness Criteria, Regular Versus Dominant 

Occurrences 

 

As observed, four out of the five international-mindedness categories have a nearly identical 

number of non-dominant appearances, leaving “Cultural Recognition” as an outlier, with three 

appearances in the sixteen assessment criteria, and zero appearances as a dominant indicator.  

The data gathered in Part III of the IB Theatre Guide (coursework and assessment) aligns 

with the appearances of the first four international-mindedness categories (“Theatre Content,” 
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“Analytical Skills,” “Reflective Skills,” “Practical Skills”) in the assessment rubrics. All contain 

an approximate 25%: 75% ratio of coursework to assessment examples, as well as eleven-to-

twelve non-dominant appearances within the A-D assessment criterion.  

“Cultural Recognition” remains the only international-mindedness category that does not 

follow this pattern. In comparison, “Cultural Recognition” has an approximate 40%—60% split, 

and is the only international-mindedness category to feature no dominant examples in the A-D 

criterion. This findings questions why the international-mindedness category of “Cultural 

Recognition” is absent within the assessment rubrics? This discrepancy within the international-

mindedness categories criteria warrants deeper analysis.  

4.4.2 A Closer Look at Culture 

As we have identified “Cultural Recognition” as a deviation within the syllabus, let us 

further examine how culture is not represented within the IB Theatre Guide. In Part III of the 

Guide, the IBO includes two sample charts that serve as possible examples for how a student 

might apply a specific theatre theory or convention to a moment of theatre (47, 67). These are 

not mandatory and serve only as possible examples (see footnote 26). In the research 

presentation assessment, the IBO includes a prescribed cultural list from which the students must 

select their chosen theatre tradition (63, 64). These are considered compulsory.  

Neither the sample project ideas nor the prescribed traditions list was included by the 

researcher in the overall example count. This was done for three reasons. One, listing particular 

cultural examples within the Guide does not necessarily guarantee that students will have any 

meaningful interaction with them. Two, the prescribed traditions list constitutes a possibility of 

options that students choose from—not all thirty traditions are required research for the student, 

and therefore implying that a list of thirty cultural options equals exposure to thirty different 
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forms and/or cultures would be a fallacy. Third and finally, including the lists of examples would 

essentially amount to a counter example within the Guide, as the IBO claims that the 

“significance of diversity” and the opportunity for students “to study a wide variety” of theatre 

exist within the program (18). However, the lack of these two international-mindedness criteria 

(“significance of diversity” and “to study a wide variety”) within the prescribed traditions list 

directly contradicts these claims. Though not included (as implied examples) in the “Cultural 

Recognition” final tally, an analysis of the list gives further insight into the IBO’s interaction 

with the concept of culture.  

4.4.3 Research Presentation Prescribed List 

The IBO offers 30 theatre traditions in its prescribed list, from which students must select 

one. In examining this prescribed list, the researcher categorized the examples in the following 

breakdown of world regions:  

Model 4.18: Part III: Breakdown of Theatre Tradition Options, Research Presentation 

Assessment (Western Versus Eastern) 
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Categorizing the potential traditions as a binary of either Western or Eastern34 may 

potentially lead the reader interpret cultural diversity is aptly present within the Guide, as 

evidenced by the majority of non-Western choices. Examining the offerings from a world 

regions perspective, however, offers us the following information: 

Model: 4.19: Part III: Breakdown of Theatre Tradition Options, Research 

Presentation Assessment (World Regions) 

 

Here we see a clearer depiction of the information. Of the seven potential world regions, the IBO 

draws source material from essentially two, Europe and Eastern Asia, save for two examples 

attributed to Western Asia. The regions of North America, South America, the Pacific or Africa 

remain completely unrepresented. This lack of theatre traditions falsely represents a theatrical 

 
34 Egypt is grouped as an Asian example (Eastern). While geographically located in Africa, they are culturally more 

closely associated with Western Asia. 
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void in these world regions. 

Let us further unpack the cultural categories that are represented in the Guide: Europe, 

Eastern Asia, and Western Asia. There are 30 traditions offered within the Guide. This figure is 

gathered from the number of “markbands’’ that the IBO includes in its list, which include both 

the tradition and its source. Some markbands include multiple traditions attributed to one source, 

such as Ancient Greece, which includes “comedy and tragedy,” or multiple sources for one 

tradition, such as Wayang Golek puppetry, which is attributed to both Indonesia and Malaysia. 

These examples are indicated by the word “shared” appearing beside them (see Model 4.20 

below). Therefore, the actual number of sources listed in the Guide is thirty-five.  

Finally, the traditions listed in the Guide are referenced as originating from a specific 

culture, rather than a specific country, i.e., students are tasked with understanding “the 

significance and value of world theatre traditions and performance conventions to the cultures 

from which they evolve” (62). The IBO makes this distinction between political and cultural 

boundaries, referencing “Taiwan” as separate from “China,” and “Bali” as separate from 

“Indonesia.” However, the IBO’s distinction of cultural versus geographical proves problematic, 

as “China’’ and “Indonesia” are not cultures, but rather heterogeneous groupings of vast 

quantities of significantly distinctive cultures. Falsely referring to them as culturally monolithic 

homogenizes and simplifies the representation of diversity present within these countries. This is 

equally true of any of the cultures represented in the Guide. The list of cultures listed within the 

Guide are as follows: 

Model 4.20: Part III: Breakdown of Theatre Tradition Options, Research 

Presentation Assessment (Individual Cultures) 
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When we break down the choices by individual culture, we see a clear emphasis towards 

specific regions. Out of the thirty options (see above), the United Kingdom, or UK (when 

combined with England), has the largest offering of choices,35 comprising approximately 17%. 

This dominance still occurs when separating England from the UK (as occurs in the Guide), 

comprising roughly 14%. This places England on equal footing with Japan, also comprising 

approximately 14%. This is followed by Indonesia, with 11.5% (or 14% when combined with 

Bali), and France with 8.5%. All other cultures listed comprise just 5% or 3% of the potential 

choices offered. Examining the dominant cultures through the original distinction of Western 

versus Eastern, we see Japan totals about 24% of all the Eastern options, leaving the combined 

category of the United Kingdom (when combined with England) comprising 43% of all the 

 
35 England offers five of the options available in the prescribed list: English Renaissance Theatre, Victorian 

Melodrama, Punch and Judy puppets, Comedy of Manners or Restoration Comedy (shared with France), and 

Medieval Mystery Plays (shared with France and Germany). The UK offers the option of Pantomime.  
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Western example options.  

This discovery is of particular importance. Apart from the majority of the UK’s theatre 

traditions, the remaining Western options highlight a very specific region of the world, namely 

Western Europe (France, Italy, Greece, Germany). The Eastern (Asian) choices offer more 

diversity of location, covering Eastern Asia (China, Japan, Korea, Taiwan), Southern Asia (India, 

Thailand, Indonesia, Bali, Malaysia), and Western Asia (Tukey, Egypt). The Western examples 

encompass just one region, which exclude Eastern or Northern European options. The lack of 

breadth in the Western cultural offerings, combined with an apparent emphasis on the United 

Kingdom, questions the selection for these cultural traditions.  

Reconsidering past background information regarding the program, the IBO can largely 

be considered a British influenced institution. This claim is substantiated by the language used 

within the Guide (British English), the location of the Program headquarters (Cornwall, UK), the 

location of the IB Research Center (the University of Bath, UK) and in regards to the IB Theatre 

Program, its strong affiliation with ISTA (Cornwall, UK), the organization responsible for 

providing all IB Theatre-related course workshops and some supplementary coursework 

materials. Revisiting the near 20% dominance of UK-based theatre traditions within the overall 

prescribed list of the Research Presentation, combined with the above-stated factors, suggests 

that the IBO’s approach in selecting its world traditions list is somewhat ethnocentric, as 

opposed to a multicultural approach, or one that utilizes a multiplicity of previously established 

international-mindedness criteria.  

This finding correlates to the larger closed-loop dynamic of Hayden and Thompson, The 

University of Bath, and the IB Program, previously established in the literature review section of 

this paper (see Model 3.2). The direct link between Hayden and Thompson to the IBO, combined 
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with Hayden and Thompson’s promotion of the field of international education as a whole, and 

the IBO’s associated benefits creates a conflict of interest: a self-driven cycle where the creators 

of the information are the predominant benefactors.  

4.5 Analysis Conclusion 

Inevitably, the conclusion of this research analysis returns us to the research questions 

proposed at the start of this chapter. Thus far we have identified the numerous claims the IBO 

makes in its Guide in regards to international-mindedness (question one). Namely, the three-part 

definition of international-mindedness coincides with the three-part structure of the IB Theatre 

Program and can thus be evaluated by comparing Parts One, Two, and Three of the definition to 

their corresponding parts of the Guide. We have further established where these claims manifest 

in the Guide (Parts I, II, III) and in the program (question two). We have analyzed where the 

IBO’s claimed aspects of international-mindedness are functionally and beneficially delivered 

(see each subheading’s “affirming examples” section) (question three). Perhaps most critically, 

we have identified where these same international-mindedness claims are contradictory or 

unsuccessful (see subheadings “contradicting examples”), and determined four repeated patterns 

across the literature that represent the entirety of these manifested contradictions (question four). 

Chapter Five will suggest how current IB Program stakeholders can work to increase successful 

program implementation of international-mindedness, which further supports deficits in the IB 

Theatre Program (question five). Chapter Six will conclude the dissertation with a summation of 

the research. 
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Chapter Five: Implications and Recommendations For the IB Program 

5.1 Introduction 

Chapter Five will consist of two subsections encompassing a discussion of findings, and a 

series of recommendations for the IB Program. Recommendations address the pattern 

implications and deficiencies found throughout the research analysis. Subsection one commences 

with an initial summary of research findings, a recapping of the four patterns found within 

Chapter Four’s analysis, an expansion of the pattern implications in course instruction, and 

finally the overarching or collective implications of the current IB Theatre Guide and course. 

Subsection two begins with a short series of recommendations geared at eliminating pattern 

implications within the Guide, followed by a series of future systemic recommendations aimed at 

remedying the identified international-mindedness deficits or hinderances in the Theatre 

Program, Group Six courses, and the IB Diploma Program.  

5.2 Implications Within the IB Theatre Program 

5.2.1 Summary of Research Findings 

Chapter Four consisted of a systemic analysis of Parts I, II and III of the Guide, using 

identified key terms from Parts One, Two, and Three of the international-mindedness definition. 

The analysis determined that the Guide’s Part III yielded the most examples of international-

mindedness, engendering it as the most critical of the three. The greatest occurring international-

mindedness criterion found within the Guide’s Part III is “Analytical Skills,” while the least 

occurring international-mindedness criterion is “Cultural Recognition.” In the Guide’s 

structuring, a misalignment occurs between Parts II and III, and between Part III: Coursework, 

and Part III: Assessment. Recalling the discourse presented in Chapter Two’s literature review, 

international education maintains no fixed definition. This research analysis and findings 
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concludes that the IBO’s interpretation of international education, and by extension international-

mindedness, to be one pertaining to mindset, as opposed to other determinants. 

5.2.2 Restatement of the Four Patterns and Their Implications 

5.2.2.1 Pattern One 

Pattern one, undetermined implementation of international-mindedness, presents as a 

tendency for the IBO to claim that a certain aspect of international-mindedness exists within its 

program without parameters to ensure this; for example, via a universal mandate. This often 

manifests as relinquishing control––and responsibility––over a specific program component. 

This in turn shifts the burden of international-mindedness implementation onto the teacher or 

institutions, while the IBO is credited for its existence. This occurs in all three parts of the Guide.  

There are eight identified implications of pattern one, undermining both course 

participants and IBO policy. These implications are as follows: 

5.2.2.1.1 Lack of Course, Coursework, and Assessment Content 

The most obvious implication is the dilemma of teaching an “international” theatre 

course that offers minimal suggestions or parameters for course materials— “international” or 

otherwise—while the given suggestions lack diversity in cultural representation. Touted as 

offering an international world theatre program, the IBO leaves the vast majority of coursework 

content, and 75% of the assessment choice, to the teacher and student respectively. 

IBO instructor suggestions, such as “[t]eachers are encouraged to interpret the syllabus 

creatively” (25), are vague. In the “Mapping the course” section, the IBO’s recommendation that 

teachers create opportunities where students can be “working with play texts, [and] 

collaboratively creating original theatre” (28-29) is obvious, as “play texts” are a likely inclusion 

in a two-year theatre course. The content recommendations’ indistinctiveness renders them 



136 

somewhat meaningless. 

5.2.2.1.2 Course Designed for Non-Theatre Trained Teachers or Specialists  

The previous implication addressing the lack of course content is addressed through the 

seven-year creation process and rotation cycle of IBO courses. It further reveals a particular 

challenge faced in the IB Theatre Program, and the current Guide’s creation process: 

there was a very clear call . . . and a very clear directive to target a community who are 

not always theatre trained. That in itself opens a whole can of worms in terms of what is 

the overarching aim of a theatre course: is it to design a course that only addresses the 

needs of highly skilled and experienced theatre teachers in order to keep them teaching a 

‘pure’ arts subject? Or is it to structure and guide a community of teachers from a 

variety of backgrounds and to provide opportunities for those students who learn in non-

specialist facilities with non-specialist teachers to access the course? This is especially 

challenging in contexts where there are more than one course being offered in the theatre 

class at one time—I’m thinking of North American schools where over 50% of our 

students are based, and where AP and IB students are frequently taught together in the 

same class, and often in just one year. Those are big challenges to navigate. (Bindon) 

Examining these comments highlight several salient issues. Most obviously, there is a specific 

dilemma in the IB Theatre Program, i.e., the IBO’s objective to encourage student exposure to 

theatre via its program, combined with schools’ tendencies to encourage non-theatre trained 

teachers to deliver these courses. This revelation potentially explains specific syntax and 

stylization choices currently used within the Guide (i.e., continuous repetition of phrases). This 

also raises several pertinent ethical questions in regards to navigating a potential future solution.   

5.2.2.1.3 Teacher Support Materials Not Meaningfully Incorporated 
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Supplementary to the Guide, the IBO runs the online site “The Programme Resource 

Center,” which acts as an additional support system for course teachers. This site replaces the 

former “Online Curriculum Center,” or OCC, referenced within the Guide (11, 40). While the 

OCC was phased out on December 14, 2017, the IBO failed to update this information in the 

current version of the IB Theatre Guide. The now-outdated OCC site redirects the user to MyIB, 

and the Program Resource Center.  

These materials are ultimately not meaningfully incorporated within the Guide. The OCC 

(now MyIB) is sparsely mentioned (11, 40) as opposed to other areas of IBO concern, such as 

multiple repetitions of specific program requirements (see forthcoming 5.2.2.2.1 Repeated 

Generalized Information). This exclusion reiterates the IBO’s tendency for the IB Theatre 

Guide’s structure to trump it’s content.  

On the current MyIB site, the Theatre Teacher Support Materials offer varying degrees 

of assessment suggestions and further examples, such as additional resources, starter ideas for 

lesson planning, and sample in-class exercises. Available materials align with the concept of the 

teacher as a mentor (Guide 25), as most exercises and activities suggest that students would 

interact with the materials directly. However, several indicators also suggest that teachers are the 

primary audience, not students, i.e., the MyIB site is username and password protected, access 

requires registration and authentication by the school’s IB coordinator, and sample exercises, etc. 

are geared towards coursework versus assessment (see 5.8.2 Pattern Four Remedies for 

subsequent discussion).  

5.2.2.1.4 Misalignment Between “Role of the Teacher” and “Role of Student” 

Concerning Assessment Topics 

As the “role of the teacher” advises instructing in a mentorship capacity, this necessitates 
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nontraditional expectations, such as teachers selecting their own course content. Similarly, the 

“role of the student” suggests learners are subject to similar expectations, and likewise select 

their own assessment content. However, these role delineations ultimately result in misalignment 

between coursework and assessment in the “role of the teacher,” which calls for instructors to 

guide and mentor students in choosing unfamiliar assessment topics with which they will likely 

experience success (46, 56, 66, 79). However, if students’ assessment topics are genuinely 

unfamiliar to the learner, students require significant teacher assistance to ensure this success, 

including 1) confirmation that students are choosing a topic that appropriately meets the course 

requirements, 2) students are not pursuing an inappropriate or insufficiently covered topic, 3) 

students are not purposefully or accidentally repeating materials between assessments or courses, 

and 4) any other numerous possibilities that could potentially lead to a student’s penalization or 

disqualification. 

5.2.2.1.5 Lack of Framework to Ensure Diversity of Time/Culture/Genre  

Stemming directly from the issue of students selecting their own assessment topics, the 

current IB Theatre Guide does not appear to contain a system to ensure any given amount of 

diversity of time/culture/genre in the student’s assessment choices. As such, students may 

essentially select similar/related historical, cultural, and stylistic assessment topics. For example, 

for the Research Presentation, a student may select to investigate British Pantomime; for the 

Director’s Notebook, they may select to analyze The Dream Play, by August Strindberg; for the 

Solo Theatre Piece, they may select to research the theorist, Robert LePage; and for the 

Collaborative Project, they may select to research the theatre company, Frantic Assembly. These 

four examples would technically meet the IBO’s criteria of diversity of time and place; however, 

all are modern examples, and constitute topics from a narrow window of the Western regions of 
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North America and Western Europe. 

While one might argue any possible variation of choices may constitute a student’s four 

assessments, the above examples are all IBO-provided samples.36 Though it may be argued that 

students can just as easily choose options from a wider variety of times/cultures/genres, the 

essential point remains that there is currently no program requirement to ensure that they do. If it 

may be assumed that students may choose a variety of diverse options, the opposite must also be 

assumed.  

5.2.2.1.6 Responsibility of International-mindedness Falls Upon Teacher and Institution 

The essential argument remains that if the IBO shirks responsibility for providing 

effective and accountable implementation methods for international-mindedness, then the entire 

responsibility of delivering—or failing to deliver—this hallmark program component rests upon 

the individual school. More likely, however, it falls upon the shoulders of the teacher, whom the 

IBO concedes may not be theatre-trained (Bindon). Therefore, in its present state, the IBO’s 

claim of promoting international-mindedness via its IB Theatre Program proves questionable.   

5.2.2.1.7 IBO-Sponsored Research Suggests Students Associate International-

Mindedness with Specific Non-Western Content  

Ironically, the fundamental contradiction in this program structure is perhaps most 

poignantly noted through the University of Bath’s research into international-mindedness, 

conducted in cooperation with the IBO: The International Mindedness Journey: School Practices 

for Developing and Assessing International Mindedness Across the IB Continuum, introduced in 

Chapter Two, Literature Review. This study represents a selected survey of schools across all 

 
36 The examples of British Pantomime (64) August Strindberg (47) and Robert LePage (37) are listed in the IB 

Theatre Guide. The example of Frantic Assembly is provided by the IBO in its Theatre teacher support materials, 

published online, as the IBO does not list any sample companies directly in the IB Theatre Guide. 
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levels of IB programs (PYP, MYP, DP). The sole example speaking specifically to the IB 

Theatre Program states: 

My theatre class really fosters international values . . . . we did a project, and everyone 

chose a world theatre tradition. It was really interesting, we had people doing Japanese, I 

did a tradition from India . . . . it’s really interesting to see the different cultural elements, 

and these creative and artistic ways of exploring the world and just looking through that 

lens was really exciting, and seeing all these different traditions, compared to what we are 

used to when we think of theatre in the West (DP 2 student focus group, Colorado) 

(Barratt Hacking et al. 76). 

From this short passage we can deduce that this anonymous second-year student conceptualized 

their experience of international-mindedness as an interplay with specific theatre content, 

identified this content as non-Western, and further conceptualized a shift in their understanding 

and perspective of Western and non-Western Theatre. They identified the aspects that they 

personally felt fostered “international values’’ as those relating directly to culture. “[E]veryone 

chose a world theatre tradition” indicates a reference to the Research Presentation assessment. 

“We had people doing Japanese, I did a tradition from India” indicates that student choice 

included some range and variety of traditions. “[What] we think of theatre in the West’’ indicates 

the student’s primary exposure to these traditions, or a previous unfamiliarity with non-Western 

forms, i.e., from India and Japan. “[E]xcit[ment]” and “interest” implies a lack of this in 

previously studied topics. “[U]sed to . . . think” indicates awareness of a shift in perspective.  

The irony of this example lies in the student’s identification of key aspects of 

international-mindedness, i.e., “international values,” as the exploration of theatre traditions 

(“Theatre Content”) and cultural exploration (“Cultural Recognition”), both established as 
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teacher, not IBO, responsibilities. Further still, of all the materials or activities the student may 

have spoken of, they clearly indicate the one assessment for which the IBO does prescribe 

content—the Research Presentation—and further identifies its non-Western content as key. 

Revisiting the assessment options reveals an imbalance in the weighting of the represented 

cultures, such as offering one option from India (the student’s stated choice) versus six from the 

United Kingdom (excluded by the student). (See Model 4.20 Breakdown of Theatre Tradition 

Options, Research Presentation Assessment (Individual Cultures)). In summation, this IBO-

sponsored research identified the program’s prescribed non-Western content as the sole exemplar 

of international-mindedness in the IB Theatre Program. 

5.2.2.1.8 Further Misalignment Across Group 6 Courses 

The current lack of embedded international-mindedness implementation via course 

content and structure appears in contrast to at least some other current IB courses. A brief 

examination of the Group One course, Language A: Language and Literature, reveals more 

course mapping structure for teachers. According to the IB Language and Literature Guide, 

teachers are provided a prescribed list of authors, PLA, and prescribed literature in translation, 

PLT. Teachers must choose a certain number from each category depending on the SL or HL 

classification of the course. For example, at the higher level, students must study: 

Four texts chosen from the PLA for the language A[,] One text in translation chosen from 

the PLT list for study in part 3[,] One text chosen freely—from the PLA, PLT list or 

elsewhere—and which may be in translation[.] Texts should be selected to cover at least 

two literary genres, two periods and, where appropriate, two places as defined in the PLA 

for the language A (IBO Literature and Language Guide 25). 

Structuring of the Language and Literature course ensures that teachers are provided a list of 
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possible course materials; teachers have the ability to choose which materials best match the 

needs of the students; the structuring of their program ensures diversity of genres and time 

periods; and the guaranteed program requirements are the responsibility of the IBO, rather than 

the teacher. 

 Regarding comparison to Group Six courses: Dance, Film, Music,37 Visual Arts, 

Literature and Performance, the IB Theatre Guide distinguishes itself as one of the Group Six 

courses offering more teacher-centered content support. At a glance, Group Six’s Guide 

structures vary, utilizing a range of formatting options such as bullet points, charts, and 

paragraphs. Film, Dance, and Music courses all distinguish themselves from Theatre through 

their lack of specific prescribed content. The Film Guide provides some example assessment 

charts (32-34) similar to the IB Theatre Guide. The Dance Guide’s Dance Investigation 

assessment provides two extensive example paragraphs detailing how “Student A and Student B” 

may successfully navigate the assessment by comparing the forms of Ballet and Hula (27-28). 

The Music Guide’s assessments mention the importance of studying both local and global 

contents (17,19, 25, 27, 28, 30, 32, 36, 38, 48, 50, 51, 52, 53, 65, 66) but fail to give specific 

parameters, or list prescribed content, mirroring the Theatre Guide in this regard.  

The Visual Arts Guide differs from the above courses, and surpasses the Theatre course in 

respect to specified content through the inclusion of “art making forms” parameters. This chart 

delineates specific guidelines for multiple artistic forms (i.e., printmaking, carved sculpture etc.) 

and designates minimum interaction requirements from each listed column (31, 56). The 

Literature and Performance Guide more closely aligns with the previously mentioned Group 

One Language and Literature course, as it carries the specified lists of prescribed of authors 

 
37 Referencing the forthcoming course, first assessment 2022.  
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(PLA), and prescribed literature in translation (PLT), from which teachers must select content 

(23). Therefore Visual Arts stands apart in Group Six as providing the greatest level of structured 

content support, and diversity accountability, as Literature and Performance draws obvious ties 

to Group One, Studies in Language and Literature. The other Group Six courses, including 

theatre, carry a higher level of ambiguity in these factors, thus undermining these courses’ ability 

to support international-mindedness implementation in a meaningful way. This ultimately raises 

questions about how this current phenomenon can be reversed in all Group Six courses.   

5.2.2.2 Pattern Two 

 Pattern two, confusing informational repetition, presents as the multiple and cumbersome 

repetition of key IB phrases. This manifests itself both in the structuring of the document, as well 

as singular phrases, increasing the likelihood of inappropriate conflation. There are four 

identified implications for pattern two. They are as follows. 

5.2.2.2.1 Repeated Generalized Information  

Overall, using the Guide can be arduous, as it contains large sections of repeated, 

generalized information as compared to specific program components. A prime example of this 

repetition are the multiple inclusions of standard academic cautioning against plagiarism (see 

4.1.3 Openness, Contradicting Examples). The IBO’s notorious academic rigor would 

assumingly render this repetition needless, as institutions implementing IB programs would be 

well aware of academic dishonesty consequences.  

These numerous warnings are in opposition to specific Theatre Program assessment 

requirements appearing only once in the Guide; for example, the required page count of a given 

assessment. This repetition of generalized academic information suggests an emphasis on 

universal IB Program components rather than distinctive Theatre course requirements.  
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5.2.2.2.2 Illogical Ordering of Information  

This repeated information’s ordering is also problematic. The IBO at times introduces 

topics at illogical points within the Guide. For example, the course’s assessment objectives (25) 

appear at the end Part II, “The IB and the Arts and Theatre.” This is opposed to appearing in Part 

III, “The IB Theatre Program Coursework and Assessment.” Assessments are linked to the 

specific course, i.e., Theatre; however, their placement introduces them within the generalized 

information section, rather than in the course section to which they pertain. This results in the 

reader being introduced to the assessments before they have any knowledge of course specifics.  

Assessments are again mentioned on page 26 under the “The selection of materials for 

assessment,” housed in the “Approaches to learning in theatre” section. All of these topics are 

introduced before page 27, the start of Part III and the “Overview of the course.” While all are 

clearly aspects of the course itself (i.e., Part III), they are illogically introduced in Part II. This 

ultimately gives teachers information about specific assessments without any course context in 

which to place them.  

5.2.2.2.3 Increased Difficulty in Navigating the Guide and its Information  

This illogical ordering produces five significant issues for both teachers and students: 

one, it is highly plausible for a reader to conflate sections of the Guide, as the structuring of each 

mirror one another. Two, locating generalized information is relatively straightforward as it 

appears with frequency, but this is not necessarily the course teacher’s most essentially sought 

information. Three, locating course-specific information is relatively difficult, as it is both buried 

within the generalized information, and appears only once, as opposed to repetitively. Four, the 

structuring and language of the Guide leads to potential incorrect conflation across the 

assessments and general comprehension difficulties on the part of the teacher and student. Five 
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and finally, the information is ultimately presented as homogenized rather than distinctive.  

5.2.2.2.4 Guide Structuring Supports Homogenization Versus Distinction of Topics  

This final point, i.e., that information is ultimately presented as homogenized rather than 

distinctive, is perhaps the most notable in an international-mindedness and cultural diversity 

promoting program. What is omitted in a course’s structure where teachers and students are 

called to seek similarities over distinctions? How do students identify distinctions and cultural 

richness in a variety of world performance styles when the IBO’s language and summative 

assessment structuring prompts a similar processing approach? The conclusion of pattern two’s 

implications questions what more diversified approach can be adopted to honor the rich criteria 

that exists in each assessment. 

5.2.2.3 Pattern Three 

Pattern three, contradictory definitions, presents as component terms leading to multiple 

or contradicting interpretations of the IB Theatre Guide, often directly referencing international-

mindedness or the IB Program itself. This potentially leads to multiple and contradictory 

interpretations, depending upon the audience. This also manifests as the IBO contradicting its 

own definitions. There are two identified implications of pattern three. They are as follows: 

5.2.2.3.1 Wide Interpretation of Coursework and Assessment Criteria 

The implications of pattern three, contradictory definitions, impacts both the teacher and 

the student, and potentially alters the coursework and the assessment sections of the IB Theatre 

course. An obvious way this pattern potentially manifests is in widely varied interpretations of 

international-mindedness coded terminology, such as “diversity,” “openness,” or “wide variety.” 

The implications of these terms’ flexibility, combined with the lack of program content or 

structuring, create a vast discrepancy in potential content taught in each individual IB Theatre 
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course. Through the IBO’s current non-specification of diversity of “time, place and culture” 

(16), Theatre coursework from pre-colonial New Zealand and post-colonial Nigeria may be 

viewed as equally diverse as pre-WWII England and post-WWII France, while in reality each 

pairing offers vastly different cultural and historical contrasts. Through attempting a greater 

degree of course flexibility, the IBO has essentially eliminated the potential for true diversity, 

which cannot exist without measurable boundaries to define it.  

5.2.2.3.2 Conflicting Interpretation of Diversity and Culture  

This misinterpretation of “diversity” parallels the Guide’s limited interpretation of 

culture. The conflicting juxtaposition of the “culture” text box positioned alongside the 

“engaging with sensitive topics’’ subheading creates an appropriate visual metaphor for the 

entire Theatre Program. Throughout the Guide, the IBO builds a running enigmatic structure 

which at times questions or contradicts previously established information. It is an impossibility 

for teachers and students to simultaneously give “[c]onsideration . . . [for] the personal, political 

and spiritual values of others, particularly in relation to race, gender or religious beliefs,” (19) 

without also yielding that any “beliefs’’ or “values’’ which violate the IBO’s “ethical 

perspective” (19) of the course are considered inappropriate and therefore invalid (see 4.2.4 

Dynamic Cultural Influences, Contradicting Examples). 

In summation, pattern three’s implications ultimately present the IBO’s definition and 

interpretation of culture as fundamentally flawed, specifically concerning proposed student 

interaction with this aspect of international-mindedness.  

5.2.2.4 Pattern Four  

Pattern four, false emphasis, presents as the Guide’s structuring and ordering of specific 

information heavily suggesting certain components’ existence within the course, which 
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ultimately proves false. This manifests as an increased potential for the reader to make false 

conclusions about the IB Theatre Program, often directly related to international-mindedness 

claims. There are three identified implications of pattern four. They are as follows: 

5.2.2.4.1 False Emphasis of Structured Diversity 

 The implications of pattern four, false emphasis, most predominantly manifest 

themselves as a false promotion of a “wide variety” of meaningful cultural interactions and 

investigations in the IB Theatre Program, through Part II versus Part III’s given definitions and 

cultural references occurrences. 

5.2.2.4.2 False Emphasis of Cultural Importance  

  The international-mindedness definition references culture twice: once in Part Two: 

International-Mindedness and the Arts and Theatre, and once in Part Three: International-

Mindedness in the IB Theatre Program, making it one of only two38 repeated criteria in the 

definition. The inclusion of a culture definition at all makes it an outlier, as no other coded term 

appearing in international-mindedness warrants a separate definition within the Guide.  

Returning to the research findings, “Analytical Skills” and “Practical Skills” are the two 

most identified international-mindedness criteria in the IB Theatre Program. Conversely, 

“Cultural Recognition” is the least frequently occurring, and thus least fundamental aspect.39 

Reexamining the research findings from Part II’s analysis (4.2.4 Dynamic Cultural Influences) 

the coded phrase “dynamic cultural influences” comprises a total of 24% of Part II’s examples. 

Contrastingly, Part III’s analysis research findings (4.3.7 Cultural Recognition Overview) show 

that the coded category of “Cultural Recognition” comprises just 5% of Part III’s examples. 

 
38 The other coded term with a double appearance is “collaborating,” appearing in Part One: International-

mindedness and the IB Program, and Part Three: International-mindedness and the IB Theatre Program.  
39 In evaluating Part III only. 
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Therefore, the Guide’s Part II versus Part III displays a disproportionate number of references to 

culture. Thus the structuring and phrasing of the IB Theatre Guide falsely indicates culture 

playing a foundational role 1) in the concept of international-mindedness, as evidenced by its 

twice appearance in the definition, and 2) in the IB Theatre Program, as evidenced by its 

disproportionate appearances in the IB Program’s theoretical objectives regarding art and theatre 

(Guide, Part II), versus the IB Theatre Program’s measurable assessments outcomes (Guide, Part 

III). 

Where culture does play a significant role in the IB Theatre course, it arguably does not 

meet the IBO’s “wide variety” objective. Returning to the Research Presentation assessment’s 

research findings, the IBO offers a selection of Western and Eastern traditions. The selection of 

two dominant “cultures” (the UK and Japan) implies the IBO’s concentration on these two 

cultures over others. This can be viewed as a promotion of cultures which align with IB values 

and artistic representation, as opposed to a promotion of a wider variety which may not fully 

align, but do support cultural inclusion. This further suggests diminishment of some cultures 

over others, resulting in an implied false causality that only selected cultures are capable of 

producing legitimate or valid theatre. 

5.2.2.4.3 Conclusive Definition of Culture 

Corresponding to the lack of cultural diversity, the substantive lack in the IBO’s cultural 

definition (19) reveals several points of contention. The definition does not prompt questioning 

on the part of the learner, nor does the definition consider the existence of cross-cultural or 

multicultural perspectives, but rather it positions cultures as existing as separate entities from one 

another. This presents an immediate problem for a Theatre Program meant to be promoting 

international-mindedness, as the concept’s very existence is contingent upon cultures’ ability to 



149 

undertake meaningful interchange with one another. This in turn negates the entire concept of 

international education, or international students, as a whole. The “culture” definition also fails 

to consider any cultures that may be actively attempting to preserve themselves against change 

agents threatening to alter or eliminate them, such as Indigenous cultures working against 

colonizing forces. The IBO’s failure to negotiate these subtleties shows the inefficiencies of their 

current definition. 

The IBO’s discursive lexicon is exemplified in its chosen phrase “culture is dynamic” 

(19) (4.2.4 Dynamic Cultural Influences, Contradicting Examples), which comes into direct 

contradiction with other aspects of the Guide meant to conjoin with this concept. Students are 

asked to explore and consider how culture shapes and forms theatre traditions in the Research 

Presentation. The exact phrase presents as to record “discoveries of research into the theatre 

tradition and its relationship to the cultural context of the theatre tradition . . . [and] place the 

convention within the context of the theatre tradition” (63). When considering the phrase 

“culture is dynamic” (19), it’s implied that the convention, and the tradition that encapsulates it, 

are subject to change dependent on the varying nature of the culture. Just a few lines below this 

statement, however, the Guide also states that a “theatre tradition has a fixed set of specific 

performance conventions that are ways of doing things and have not changed significantly over 

time” (63), thus oppositionally asserting that traditions grounded in and influenced by cultures 

are fixed rather than dynamic. Students aren’t meant to comment upon or question this 

contradiction, nor any of the other raised cultural issues. 

The contradicting nature of the two definitions is a further example of pattern three. The 

implications of pattern four focus almost exclusively upon the IBO’s failure to interface with 

culture in a meaningful or appropriate manner in its Theatre Program.  
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5.2.3 Pattern Implications Conclusions 

The IB Theatre Guide’s four patterns—(one) undetermined implementation of 

international-mindedness, (two) confusing informational repetition, (three) contradictory 

definitions, and (four) false emphasis—present a total of seventeen potential implications in the 

program’s application. However, due to the open and flexible nature of the Guide and individual 

teacher interpretation, there are an indeterminable number of other additional implications that 

remain undiscussed. As the Guide’s structuring engenders these presented implications, these 

program deficits can be appropriately and systematically addressed through a series of program 

corrections and recommendations. The remainder of this research will address these accordingly. 

5.3 Corrections and Recommendations for the IB Theatre Program and IB Program 

5.3.1 Introduction 

 This subsection of the chapter will consist of further parts: corrections for the established 

deficits and implications of the four stated patterns, and further recommendations for the IB 

Theatre Program. These corrections and recommendations will progress on a micro- to a macro-

scale. Recommendations will first identify Guide-specific pattern corrections pertaining to the IB 

Theatre Program and then progress to larger, more comprehensive recommendations for 

improving overall IB Program approaches. Many of these recommendations pertain to more than 

one area of the IB Theatre course or program overall. This overlapping is suggestive of 

systematic issues undermining the integrity of the overall IB Program and international-

mindedness.  

5.3.2 Pattern One Corrections 

 In order for the IBO to reverse pattern one, undetermined implementation of international 

mindedness, the organization is encouraged to take responsibility for the concept’s inclusion in 
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its theatre course. This is achievable through an expanded offering of program structure and 

content which enables teachers to realistically achieve international-mindedness implementation 

in a supported, sustainable fashion. The suggested corrections for this current deficit call for a re-

examination of the IB Theatre Guide, in both the IBO’s structured delivery of course materials, 

and the program’s assessment requirements.  

As evidenced in the Group Six courses of Visual Arts and Literature and Performance, 

the IBO should insert a variety of mechanisms into its courses that ensure a minimum diversity 

of time/culture/genre is met. This may include charts illustrating structured parameters of historic 

time periods, diversified cultural maps, or a series of recognized genres, alongside the minimum 

requirements for each category. A sample of these suggested boundaries’ parameters is 

illustrated below: 

Model 5.1: Suggested Time Periods and Regions 

Time 

Periods  

Ancient  Elizabethan Victorian Modern Post-Modern 

Regions or 

Cultures 

Americas Africa Pacific Asia “Local” region 

Genres Realism Surreal  Indigenous Stylized or 

conventionalized 

Queer 

 

A simple yet effective method of stating that teachers must teach a minimum of two 

styles of theatre from each category would ensure definable diversity. This translates into a 

proposed minimum number of interactions with a minimum number of genres, versus the current 

unspecified “diversity of [theatre] across time, place and cultures” (22).  

 Likewise, in the course’s assessment section, the IBO should employ mechanisms that 

ensure students select theatre forms from a variety of times/cultures/genres. Currently, teachers 
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are required to document, verify and submit an “authenticity of work” form for each student, 

known as the Theatre-coursework identification form, or 6/TCAF. It currently acts as an added 

layer of defense against academic dishonesty; however, it could easily be modified to include 

teacher verification of specific diversity requirements as mandatory for a passing course grade. 

 The IBO’s admission that the current Theatre course is designed for non-theatre trained 

instructors to more easily teach the course (Bindon) necessitates re-examining O’Leary’s 

Document Analysis Checklist, specifically point eight’s “evaluating the document’s agenda.” 

The IB Theatre Guide’s stated agenda remains “to guide the planning, teaching and assessment 

of theatre in schools” for the targeted “primary audience” of “subject teachers” (11). However, 

the current misalignment and overall lack of supporting structural or contextual materials for 

“non-theatre specialists” (Bindon) questions whether this reflects the document’s true agenda.  If  

it remains “to guide the planning, teaching and assessment of theatre in schools” for “subject 

teachers,” then arguably non-specialized instructors would need additional course mapping 

support, not less. This stated agenda argues for more teacher assistance through prescribed, 

structured, and clearly delineated content. This ultimately results in the IBO shouldering more 

responsibility for international-mindedness implementation within the IB Theatre course through 

viable teacher and structural support. 

Regardless of agenda, the underlying ethical question surrounding the promotion of “non-

specialized” teachers remains, and whether the IBO’s increased student numbers in the IB 

Theatre course justify the acceptance of untrained IB Theatre instructors. Does this ultimately 

benefit the course overall, or undermine the value of theatre teachers, and by extension the entire 

IB Theatre Program, through the passive implication that any subject instructors are capable of 

teaching IB Arts courses? 
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The IBO could avoid this ethical mire entirely by encouraging its schools to hire trained 

arts professionals to fill these needed positions. Arts professionals routinely and unfairly suffer a 

common educational double standard—would a school ask an untrained instructor to teach IB 

Physics? While the current conundrum of sacrificing student numbers or making concessions for 

school accommodations is largely phrased as an either/or (Bindon), the solution need not be 

oppositional. The IBO can strive for a balanced approach that equally promotes both increased 

student art exposure, and advocates equality for its teachers.  

 Definitively, this current dilemma is irresolvable while all IB Group Six art courses 

remain optional choices for students. These Group Six courses must be considered a mandatory 

and equally valuable area of study. Until the Group Six courses are identified as essential 

program components in creating the “balanced learner profile,” the IBO cannot claim to deliver 

an internationally-minded curriculum in this or any DP level course, as its current omission 

ignores its own defined claim of diversified learning.   

5.3.3 Pattern Two Corrections 

The corrections for pattern two, confusing informational repetition, call for the IBO to 

restructure the Guide to remove excessive and often needlessly generalized policy information 

that does little to assist the document’s primary audience, the teacher and student. As the IBO 

was aware of past issues concerning document weightiness and language inaccessibility 

(Bindon), this suggestion is not seen as a novel issue within the IB Theatre Guide.  

Recalling Chapter Four’s analysis, the Guide’s preliminary pages contain generalized 

Diploma Program information, while concluding pages contain specific Theatre Program 

information. The IBO should more closely adhere to this original structure and only include 

generalized information in the introductory section of the Guide. This suggested concentration of 
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generalized information serves to enforce the authority and enforcement of the IBO’s statements, 

and alleviate the locational confusion readers may find themselves in when attempting to 

navigate the eighty-six page document. 

Coupled with this, the IBO should re-examine the presentation of Theatre Program 

information. Finalizing one location in the Guide for site-specific theatre information is critical 

for clarity. This will work to alleviate possible confusion between the assessment criteria. 

Recalling the IBO’s final authority over the ordering of the Guide contents, versus the subject’s 

curriculum manager (Bindon), the IBO should defer to the subject specialists. Assigning these 

subject experts autonomy over their own information positioning and publishing process 

strengthens the subject-specific information offered in each individual course. Equally, the IBO’s 

interfering with its own curriculum specialists undermines the specialists’ authority to create 

meaningful curriculum documentation for teachers. 

Perhaps most critically, a minimization of repetitive structuring would further assist in 

reducing the current homogenization of the assessments as well. Each assessment should be best 

structured in a manner that lends itself to facilitating and explaining the project guidelines rather 

than seeking to fit a homogenized uniform model. Rather than viewing each individual project 

through a uniform lens (i.e., assessing the task, theatre in context, theatre processes, presenting 

theatre, using the theatre journal, task details, role of the teacher, structuring the project, and 

academic honesty40), thinning this universalist approach would refocus each assessment on the 

key components at the core of each project, i.e., the task details. A historical performative 

research project (i.e., the Research Presentation) uses fundamentally different skill sets and 

approaches than an original devised ensemble theatre piece (i.e., the Collaborative Project), and 

 
40 The subheadings listed in each of the four assessments. 
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should therefore be approached as such. For example, focusing on key research or dramaturgy 

skills and techniques rather than those from the above provided list would more accurately 

facilitate this particular assessment. 

Finally, recalling pattern one’s discourse of theatre-trained specialists versus non-

specialists, the IBO must first determine who is qualified to teach its courses, and thus 

appropriately gear its Guide towards this specific audience of instructors (see 5.3.2 Pattern One 

Corrections). 

5.3.4 Pattern Three Corrections 

The suggested corrections for pattern three, contradictory definitions, are threefold. First, 

a solidification of IBO terms within the Guide, minimizing the potential interpretation variations, 

is required. Second, a reduction of unnecessary information not directly impactful upon the 

theatre curriculum will magnify the document’s focus on essential course elements. Third and 

finally, a reexamination of the IB Theatre Guide’s perspective and voice will increase the 

course’s accessibility and inclusion.   

To begin, the IB Theatre Program should clarify and solidify an assortment of terms such 

as “diversity” and “wide variety,” as definitive guidelines ensure less misinterpretation of terms, 

greater support for teachers, higher IBO accountability, and more content consistency across the 

world (see 5.3.2 Pattern One Corrections and accompanying Model 5.1). Secondly, the IBO 

should refocus and simplify its claims concerning IB Theatre within the Guide. This research has 

identified “Analytical Skills” and “Practical Skills” as the most occurring international-

mindedness criteria; however, neither are listed as dominant within the definition. In actuality, 

the IBO lists a total of thirteen41 grouped aspects of international-mindedness within the 

 
41 As grouped by the researcher. 
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definition. In total the Guide makes claims at the course, group and program levels in its IB 

Learner Profile (7), International-mindedness definition (18), Art Aims (22), Theatre Aims (22), 

and Assessment Objective (23) sections. In narrowing the volume of claims, aims, and objectives 

in the Guide, the IBO would allow the reader more effective identification and honing of key 

aspects of the IB Theatre Program, rather than a variety of other IB learner traits.  

 Third and finally, the IBO should reexamine the Guide’s voice and perspective. In 

creating and enforcing definitions within its program, the IBO should consider a wider cultural 

inclusion that gives more space to those cultures not aligned with its current perspective (see 

4.2.4 Dynamic Cultural Influences). Statements concerning ethics are subjective to the cultures 

or belief systems in which they are defined. In the content of an international education program, 

exclusionary ethics presents as a significant oversight. To exclude even selected works is to 

exclude their traditions, values, and beliefs, thus negating the concept of international-

mindedness (see 5.4.5.1 Queer Theory “Course, Group, and Program Level” for further 

discussion.)  

5.3.5 Pattern Four Corrections 

The corrections for pattern four, false emphasis, largely concern the IB Theatre 

Program’s development and expansion of meaningful cultural interaction and diversification. 

The suggested corrections correspond with those of patterns one and three, namely to offer 

diverse and clear content parameters, by giving coursework expanded examples for teachers and 

students. In doing so, the IBO should safeguard against program or assessment components that 

appear to diminish some cultures over others. 

In the Research Presentation assessment, the IBO should increase the regional examples 

and prescribed options to include an appropriately equal representation from the six major 
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cultural regions of the world: North America, South America, Africa, the Pacific, Asia, and 

Europe. At a minimum, the IBO should offer at least one tradition from each region, ensuring 

that students have a wider selection of options. This inclusion models diversity for students in 

pursuing their three remaining assessment tasks of investigations into play scripts, theatre 

theorists, and devising theatre companies.  

Expanding the assessment parameters that currently impose limitations upon certain 

cultures would more authentically honor the IB Theatre Program’s call for cultural diversity, 

such as modifying the requirement of using only published play scripts. Publication implies 

access to funds and resources to widely distribute a play text. This positions some cultures and 

regions at a distinct disadvantage to others. The Guide states that “[t]eachers are encouraged to 

interpret the syllabus creatively according to local circumstances and the context of the school” 

(25). Depending upon region, eliminating non-published script options may greatly hinder the 

teacher’s ability to teach locally. If the IBO’s true objective is to include more local content, it 

should consider locally written plays that fall into any of the categories of non-published national 

or international plays; oral tradition plays; plays based off of myths, legends, or cultural epics; or 

any other style of theatre script that may not be traditionally preserved in a written or published 

format. 

A further assessment adjustment recommendation concerns the Collaborative Project 

assessment’s research of theatre companies. This assessment calls for students to investigate 

theatre companies that devise original works, research the company’s methods, and then 

replicate or experiment with these methods in their own devising process (81). This process 

implies that students should research companies with means to publish and distribute their own 

content, excluding those companies which do not. This potentially overlooks local or 
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underfunded options, and further implies that less advantaged theatre companies are less likely to 

be studied than more affluent ones.  

In this instance, by altering assessment language the IBO can refocus the emphasis away 

from the company––and its ability to publish information––by restructuring the assessment to 

focus on the actual undertaken design process. The word “company” excludes local or 

international individuals, families, youth or adult groups, tribes, schools, camps, neighborhoods, 

and community action groups that may be producing theatre, but not necessarily labeling 

themselves with this cohesive branding. Eliminating the word “company” and replacing it with a 

more inclusive term allows for more student exploration of groups that may not fit the traditional 

model and further makes space for expanded exploration of underrepresented cultures or regions 

in the IB Theatre Program. 

The IBO publishes an expanded range of sample play texts, theorists, and companies in 

the Theatre Teacher Support Materials, the IB Theatre Guide’s rarely cited, fee-based online 

support tool (11, 40). As the inconsistency of references to these resources increases the 

likelihood these materials go unnoticed, the IBO should integrate these lists into the Guide itself, 

increasing the likelihood these extra course mapping and planning resources will be utilized. 

Diversification of these lists is also recommended. As with the Guide, the Theatre 

Teacher Support Materials examples appear to lack significant cultural diversity. For example, 

the “Task 2: Director’s Notebook” webpage offers thirty-nine possible play choices for the 

Director’s Notebook assessment. Of these, 11, or about 25%, are sourced from regions other than 

Western Europe and Asia, the two regions that dominate the Guide. These additional regions 

include North America, South America, and the Pacific (IBO, Task 2). Australian Aboriginal 

playwright Wesley Enoch’s Black Medea and Mexican-American playwright Silvia Gonzalez’s 
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La Llorona Llora, model a more inclusive sampling of non-Western, non-Asian options. In this 

capacity, the IBO’s inclusion of these text examples are welcome additions that should be 

encouraged and extended. 

However, upon closer examination, both Black Medea and La Llorona Llora are 

respectively Aboriginal and Mexican cultural adaptations of the Greek classic, Medea. These 

suggestions question why the IBO did not include one of these playwrights’ more original 

cultural works, such as The 7 Stages of Grieving (Enoch) or Border (Gonzalez). While these 

examples of diversified inclusion are an advancement, the IBO should go further: including 

diversified authors while honoring their original bodies of work beyond retellings of classical 

Western texts.  

The “Task 4: Collaborative Project” webpage lists forty-five theatre companies that 

students could potentially investigate. Of these, twenty-three, or 51%, are UK-based (IBO, Task 

4). This is the second instance of the IBO featuring a predominant number of UK-based 

examples, and questions the inclusion of them over others. The IBO should do more to offer a 

balanced and unbiased sampling of world theatre that more accurately exemplifies international-

mindedness by focusing on regions other than Western Europe, and the UK. 

 A reexamination of the IB Theatre assessment markbands would also ensure a more 

meaningful engagement with culture. Reiterating, across the sixteen markbands the breakdown 

of the five categories of international-mindedness coded criteria are as follows:  

Model 5.2: Part III: International-mindedness Criteria, Regular Versus Dominant 

Occurrences 

International-Mindedness 

Criteria 

Number of Occurrences Number of dominant 

occurrences 

Practical Skills 12 5 
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Reflective Skills 11 5 

Theatre Content 11 4 

Analytical Skills 11 2 

Cultural Recognition 3 0 

 

Given the almost equal distribution of four of the five categorizations—i.e., “Practical Skills,” 

“Reflective Skills,” “Theatre Content,” and “Analytical Skills”—the final categorization of 

“Cultural Recognition” warrants further inclusion and more equal distribution. This rebalancing 

of criteria more equitably across all five categorizations would require a reexamination of 

culture’s role within each of the assessments, and thus the program, rather than a fundamental 

alteration of any of the assessment criteria. This would in part correct the IB Theatre Guide’s 

embedded false emphasis of cultural importance, as modified assessment criteria could offer 

more meaningful interaction with cultural aspects. The suggested modification of the Theatre-

coursework identification form (6/TCAF) to require a confirmed diversity of regions across the 

four assessments, would also work to alleviate this issue (see 5.3.2 Pattern One Corrections). 

Finally, for the sake of transparency and further diversity, all IB subject Guides should 

include a bibliography and acknowledgment of authorship. Including both a list of authors and a 

bibliography for both the Guides and the Theatre Teacher Support Materials will provide more 

support for the teachers, correctly model appropriate academic protocol for students, and hold 

the IBO more accountable for its collaborations, publication process, and procedures. Such an 

acknowledgment could potentially also serve to illustrate a need in the current IBO’s source 

materials and thus lead to further expansion. While the online Theatre Teacher Support 

Materials document does include a list of nineteen contributors whom the IBO thanks for the 

creation of the materials, this is not an acknowledgment of attributed authorship. Therefore, the 
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individual creators of these materials also remain unknown. Prior to this research, as an IB 

Theatre teacher I had previous interactions with approximately 30%, or six individuals from this 

list: three in direct connection to the IBO, and three in professional interaction apart from the 

IBO, suggesting a small pool of international contributors. As the IBO does not currently provide 

the reader with a list of Guide authors, it is not possible to discern the range of their training, 

length of time within the program, or diversity in any capacity.  

5.3.6 Pattern Correction Conclusions 

This section outlined proposed corrections for the IB Theatre Guide’s four stated 

patterns. These corrections concern specific alterations to course content, assessment, overall 

program policy, and structure. Having determined these appropriate pattern corrections, let us 

now further examine a series of overarching suggestions. These will facilitate the previously 

recommended corrections, and further enable our objective of growth and inclusion of 

international-mindedness in the IB Program.  

5.4 “Diversified Alignment”, Future Recommendations for the IB Program  

Recommendations aim to fulfill three primary objectives for the overall IB Program. 

First, alignment with the IB Program’s existing goals, aims, objectives, and educational 

philosophies and perspectives, to ensure a level of appropriateness and relevance for the IB 

program. Second, introducing newly proposed methods, approaches, and perspectives that 

maintain alignment, while introducing a diversification aspect not previously present, ultimately 

aim to improve the interpretation and implementation of international-mindedness. Third and 

finally, these diversified recommendations seek to enhance the original meaning behind the 

IBO’s choices, potentially and ideally surpassing the original materials, approaches, and methods 

in current use. This research approach has been coined as “diversified alignment.” 
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Given the breadth of the research implications across the IB Program, the subsequent 

recommendations concern addressing “next steps” for the IB Theatre Program. These 

recommendations function at three levels: course, concerning only the IB Theatre Program; 

group, concerning the entire IB Group Six, and program, concerning the entire IB Diploma 

Program. These recommendations function at different levels and will be subsequently noted in 

the chapter subheadings. The chapter subsections will commence with suggested partnerships, 

pedagogies, and related research fields, and conclude with a series of proposed policy changes 

based on these recommendations. Each subsection will address relevant field literature and 

scholarship that supports synthesizing with the existing IB Program and thus further enhancing 

international-mindedness.  

5.4.1 Partnerships, Current Examinations, and Future Recommendations  

The first series of suggestions address proposed IBO partnerships. These are targeted at 

enhancing international-mindedness incorporation and delivery through increased culture and 

diversity content. This section commences with an examination of current IB Theatre 

partnerships, and an analysis of their functionalities. It then progresses to recommend additional 

partnerships and offers conceptualizations as to how these partnerships could potentially function 

on the multiple stated levels of the IB Program.  

5.4.2 Evaluating Current Partnerships 

5.4.2.1 ISTA (Course Level) 

 The IB Theatre Program’s most public relationship is currently held with ISTA, or the 

International Schools Theatre Association. According to the current IB Theatre curriculum 

manager: 

Our DP theatre community is blessed to be a very tight-knit community. We have fewer 
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than 5,000 students taking the subject each year, so in my job I feel very fortunate to 

belong to a group of people who are well connected to each other and have been 

engaging in the world of IB Theatre for a very long time. ISTA is a massive resource to 

me because I feel ISTA has connections with the community in a way that the IB simply 

cannot have. We don’t have much of a social media presence, for example. When I joined 

the IB I inherited the relationship where ISTA has been proactive in curriculum 

development before me and was represented in the development team that we put 

together, so I feel there is the benefit of mutual support, respect and understanding. 

(Bindon) 

The self-proclaimed “tight-knit [IB theatre] community” has several clear advantages for 

both parties. One, the prolonged relationship results in an increased assurance of mutual 

reliability between the two organizations. Two, ISTA provides an effective outsourcing of 

materials for the IBO, such as authorized training for both students (TaPS) and teachers (IB 

training workshops). Three, ISTA provides the IBO with a connection to the greater international 

theatre community, which the IBO’s status as an international education leader doesn’t 

automatically garner. Four, ISTA provides the IB Theatre Program with specialized services that 

the organization has identified as beyond its current abilities, specifically a strong social media 

presence. Naturally this relationship is reciprocal, as ISTA also benefits from the IBO’s 

patronage, through the security of monetary funds and world-wide advertisement courtesy of the 

organization.   

However, such long-term mutually beneficial relationships can potentially be 

problematic, incurring stagnation and redundancy of ideas. The term “inherited” suggests an 

unchallengeable legacy that rarely seeks or experiences change. The IBO’s reliance on one 
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theatre organization, versus many, similarly mirrors the narrowness of the international 

education field as a whole (i.e., Hayden and Thompson, the University of Bath, etc.). “[ISTA’s] 

represent[ation] in the development team” without facts and figures to determine how long each 

member has been associated with the IBO, makes determining the influx of new associates, and 

their ideas, difficult. “Mutual support, respect and understanding” indicates an accepted 

alignment between the IBO’s and ISTA’s viewpoints, rather than a relationship that fosters 

challenging ideas and perspectives. 

The difficulty in effectively evaluating the relationship between the IBO and ISTA stems 

from the lack of transparency concerning the Guide’s authorship. As such, it is difficult to 

determine to what degree the IBO implements its own contributor diversity standards throughout 

this or other aspects of its programs.  

Absent criteria which qualify and determine this diversity, I propose a series of steps to 

evaluate current IB components’ diversity, while simultaneously evaluating alternatives using 

three key criteria: length of affiliation, educational perspective, and cultural representation. The 

methodology’s objective is a diversified alignment, introduced at the commencement of Chapter 

Five, subsection Two (see 5.4 “Diversified Alignment” Future Recommendations for the IB 

Theatre Program). The proposed methodology is as follows:  

Model 5.3: Proposed “Diversified Alignment” Methodology 

1. Length of Affiliation  

a. Examine the length of the current affiliation of the component with the IBO 

(this may be internal). 

b. Investigate alternative components that may have originated or developed 

during the span of this affiliation.   

c. Determine best practice in relation to longevity (program existence, and 

affiliation with the IBO) and alignment with IB concepts. 



165 

2. Educational Perspective 

a. Examine how current educational perspectives of the component align with that 

of the IBO’s educational model (this may be internal). 

b. Investigate to what degree alternative components offer alignment to the IBO’s 

educational model.   

c. Determine best practice in relation to relevant alignment and diversification 

with the IBO’s educational perspective and model. 

3. Cultural Representation 

a. Examine the cultural representation of the current component (this may be 

internal). 

b. Investigate the cultural representation in alternative components. 

c. Determine best practice in relation to diversity and inclusive cultural 

representation within the given IB Program aspect. 

 

This proposed diversification methodology can be utilized to determine the most 

appropriate associations based upon existing alignments and the diversification of educational 

perspectives and personnel. Using a majority scoring system, assign one point per criterion to 

determine which component offers the most program relevance and educational and cultural 

diversification. Using this proposed protocol, let us explore the IBO’s current partnership with 

ISTA, and further determine if this partnership or other proposed partnerships offer the IB 

Theatre Program the greatest degree of relevant diversification. 

5.4.2.1.1 Length of Affiliation with the IBO 

 Examine current partnerships: ISTA has been associated with the IBO since at least 

2006, which marks the year it began running all IB Theatre workshops for the organization. As 

such, its established association possibly began before this date, as the IBO likely had some 

previous knowledge of the workings of ISTA to entrust the organization with its teacher-training 

program. Based on the organization’s website, its mission appears to align with that of the IBO: 
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“ISTA believes that the future of our world depends on confident, internationally minded, 

collaborative and culturally literate young people who are empowered to engage with and change 

the world responsibly” (ISTA “Our Mission”). 

Investigate alternative partnerships: IDEA, or the International Drama/Theatre 

Education Association, founded in 1992 co-existed when the IBO commenced its partnership 

with ISTA. The program emphasizes the importance of research in Theatre education, and as 

such “encourage[s] and support[s] drama/theatre educators and practitioners to undertake 

research projects that inform and enhance teaching and professional practice . . . across a variety 

of international, national and community contexts” (IDEA “Research Goals”). 

Determine most aligned longevity:  In terms of longevity, compared to IDEA, ISTA is 

the more established association (1978). Both ISTA and IDEA support and create 

internationally-oriented Theatre education, and therefore both potentially align with the IBO’s 

ideology concerning international-mindedness. ISTA uses the specific phrase “internationally 

minded,” while IDEA does not, suggesting the former may have a more heightened alignment to 

the IB Program. However, ISTA’s current affiliation with the IBO may be the direct cause for 

using this particular phrasing.  

In evaluating a partnership’s longevity with the IBO, both well-established and new 

associations may be beneficial (see 5.4.2.1 ISTA for previous rationale). However, ISTA’s 

overall greater longevity as an established international program, coupled with its use of IB-

specific terminology, suggests closer alignment with the IB Theatre Program objectives. 

5.4.2.1.2 Educational Perspective  

 Examine current partnerships: ISTA’s educational perspective references the materials 

selection of its IB student workshop, known as TaPS. Its current educational perspective appears 
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to be one heavily focused on UK-produced theatre and culture. A description of materials 

covered in one such TaPS workshop includes the “RSC [Royal Shakespeare Company], the 

National Theatre . . . Frantic Assembly, Complicite, [and] Trestle Theatre” (ISTA “TaPS”), 

which are all UK-based companies. The workshop offers further interaction with specific 

locations such as “the Royal Court, [and] the Royal Exchange” (ISTA “TaPS”). While ISTA 

may offer alternative materials in its other workshop locations, i.e., “London, Singapore, New 

York, Hong Kong, Stratford-upon-Avon, Yokohama, Manchester, Chiang Mai, Atlanta, 

Bangkok, Beijing and New Delhi to name but a few” (ISTA “TaPS”), its inclusion of only UK-

based example materials implies a projected emphasis on these over other materials. 

Investigate alternative partnerships: Like ISTA, IDEA offers youth-based theatre 

workshops, known as Young IDEA Labs, that provide “connect[ion... to] robust and inspiring 

research projects that take place across a variety of international, national and community 

contexts” (IDEA “Research Goals”). The most recent Young IDEA lab occurred in Togo in 

February 2020 and included “50 professionals between the age as of 16 and 60” working with 

participants from “Germany, France, Netherlands, Peru, Switzerland, Taiwan, Uganda, Iceland 

and Togo” (IDEA “Young IDEA”). This particular workshop focused on the question “What do 

children and their parents (guardians) need, to be able to grow (with each other) being 

emotionally rich, healthy and able to think and act for themselves?” (IDEA “Young IDEA”).  

Noteworthy contributors to IDEA scholarship include theatre researcher Kathleen 

Gallagher, previously discussed in Chapter Two, Literature Review (see 2.3.2 International 

Drama Perspectives and Methods for the International Classroom).  

Determine most diversified perspective: While ISTA’s workshop emphasizes 

interaction with Theatre materials, namely through specific companies, IDEA emphasizes 
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dramatic interaction via and amongst participants. While both workshops align with aspects of 

the IBO’s educational perspectives of being a “practical subject that encourages discovery” (IBO 

Guide 16), IDEA further promotes the “development of both theatre and life skills” and 

“aware[ness] of [the student’s] personal and cultural perspectives . . . [by] enabl[ing] students to 

discover and engage with different forms of theatre across time, place and culture” (IBO Guide 

16). This evidence suggests that IDEA’s educational perspective aligns more closely with the 

current IB Theatre Program’s objectives. 

5.4.2.1.3 Cultural Representation  

Examine current partnerships: ISTA’s cultural representation refers to the current 

location of its personnel, as they do not publish individuals’ personal backgrounds. ISTA lists 

two administrative bodies in its association: the Board of Trustees and the Core Team. The 

Board of Trustees is composed of six individuals located in the regions of North America, 

Africa, Europe, and Asia. The Core Team, who “make ISTA tick” (ISTA “Our Team”), are 

located in the Pacific, Asia, and Europe, with five of the eight individuals based in the UK. A 

specific breakdown of their current locations is as follows: 

Model 5.4: ISTA Personnel42 Current Locations 

 
42 (“Our Team, “Our Governance”) 
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Investigate alternative partnerships: IDEA’s cultural representation refers to the 

cultural upbringing of individuals, as opposed to current location. IDEA lists three administrative 

bodies: the Executive Committee, the General Meeting Committee, and the Accountancy 

Committee (ISTA “Leadership”). The Executive Meeting committee comprises ten43 individuals 

originally from the Pacific, North America, and Europe. The General Meeting Committee 

comprises two44 individuals from South America and Europe. The Accountancy Committee 

comprises three individuals from Europe. A specific breakdown of their countries of origin is as 

follows:  

Model 5.5: IDEA Personnel45 Countries of Origin 

 
43 Two of the ten committee members list no origin information.  
44 A third committee position is currently listed as vacant.  
45 (“Leadership”) 
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Determine most diversified representation: While the two organizations do not provide 

matching data sets, it is possible to analyze the findings in terms of presented diversity. In 

comparison, ISTA’s personnel represent eight countries, while IDEA’s represent ten. 

Additionally, the vast majority of ISTA’s locality is represented in the United Kingdom (six of 

the 14), while IDEA’s representation remains more equally spread across 10 countries. Finally, 

IDEA’s election to publicize its personnel’s countries of origin suggests a greater importance and 

emphasis on this aspect of diversity than ISTA, which omitted this information. This evidence 

suggests that IDEA’s cultural representation would better diversify the existing IB Theatre 

Program’s cultural affiliations. It is important to note that neither group publishes information 

regarding their teacher or workshop leaders, which would be helpful in determining diversity in 

both organizations. 

5.4.2.1.4 Methodology Conclusion  

Having evaluated both ISTA’s and IDEA’s program existence length, applicable 
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association with the IBO, educational perspectives, and cultural representation, based on this 

data set IDEA offers the greater level of diversified alignment for the IB Program. This sample 

application of this diversified alignment methodology serves as a representation as to how this 

process could be utilized within the IB. While the exact methodology need not be applied for 

every recommendation, it serves to illustrate a definable systematic approach for diversifying the 

IB Program.  

5.4.2.2 Additional Theatre Partnerships (Course Level) 

With the aim of maximizing course content diversity, the IBO should seek out 

partnerships beyond ISTA and IDEA. Given that these two are the two largest international 

educational theatre organizations currently in existence, other proposed future IBO partners 

would likely be theatres and organizations on a much smaller scale. This approach would also 

alleviate the dominating status of ISTA as the majority provider of IB Theatre materials. 

Additionally, also seeking out more smaller more diverse theatre companies mirrors the IBO’s 

own call to for teachers to creatively incorporate local resources into their syllabi (25).  

Partnership with the IBO, a leader in international education, would further help promote 

these educational theatre companies’ work. Smaller educational theatre organizations such as 

“Mixit” of New Zealand, or the “New Africa Theatre Organization” of South Africa would be 

ideal candidates (Mixit, NGO Pulse). Both companies offer a large degree of diversity by virtue 

of their locations in formerly colonized nations, and their missions of offering a safe space to 

students with refugee backgrounds and those battling against the legacy of apartheid 

respectively.  

These proposed partnerships could still include the sourcing of IBO materials; however, 

this would be geared more towards locally produced, less world recognized theatre forms. This 
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would further diversify the curriculum and provide much needed course content, and partially 

assist in shifting away from the UK-based emphasis which is currently evidenced in IB Theatre 

Program.  

Suggested future partnerships with the IBO also include extending dialogue invitations to 

individual theatre practitioners. Doing so would help generate potential future cultural content, 

and diversify the perspective from which IBO policy makers currently interpret theatre and 

theatre making. Having identified “Cultural Recognition” as a lacking criteria of international-

mindedness, I recommend the IBO focus upon including Indigenous theatre makers and 

practitioners, whose approaches to creating theatre offer differing examples from those currently 

used in the IB Theatre Program. Recommended for their bodies of work and their potentially 

added cultural diversity to the IB Program, non-exhaustive suggestions include scholar, theorist 

and playwright Vilsoni Hereniko; playwright and director Wesley Enoch; actor, comedian and 

writer Nakkiah Lui; director, producer and playwright Hone Kouka; actor and playwright Briar 

Grace-Smith; and actor, narrator and director Rachael Maza.  

In order to maintain appropriate diversity, I recommend the IBO seek out new diverse 

theatre practitioners with every guide creation cycle, or every seven years. For further 

recommendations concerning indigenization, see forthcoming 5.4.4 Recommended Pedagogical 

Approaches. 

5.4.3 Recommended Future Partnerships  

5.4.3.1 GSA or “Gay-Straight Alliance” (Course Level) 

A further course-level recommended partnership for the IB Theatre Program is with the 

GSA, or Gay Straight Alliance. The “GSA Network is a next-generation LGBTQ racial and 

gender justice organization that empowers and trains queer, trans and allied youth leaders to 
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advocate, organize, and mobilize an intersectional movement for safer schools and healthier 

communities” (GSA Network “Mission, Values, & History”). Traditionally envisioned as a 

campus-based safe space for middle and high school students, GSA clubs perform three vital 

functions: social, which focuses on student connection; support, which focuses on creating safe 

spaces and fighting discrimination; and activism, which focuses on student leadership aimed at 

improving school climate and policies. 

 The GSA suggests a natural pairing with IB Theatre, as a venue, forum, and continued 

safe space for students to explore queer, trans, and allyship issues. The GSA handbook 

recommends “team[ing] up with the Drama/Theater club to sponsor a play highlighting 

LGBTQQ issues” (GSA Network Handbook 18). This intersectionality is supported by a rich 

history of queer topics depicted onstage (Ahlgren, Menard, Titus).  

The pairing of GSA with IB Theatre coursework creates a natural venue for students to 

explore “values and identity through shared performance” (IBO Guide 18). An envisioned 

partnering with the GSA could potentially result in “GSA recommended scripts” within the IB 

Theatre Guide. This would further help alleviate the tension concerning the IBO’s negative 

depiction of “sexualiz[ed) activity” (19), an attitude which threatens to further marginalize 

communities. Inclusion of discussions of sexuality such as this are viewed as foundational 

feature in GSA programing. This alliance would create an additional avenue for theatre students 

to experience the “significance of diversity in the making of theatre” in both its subject matter 

and participants (IBO Guide 18) and thus fulfill a critical aspect of international-mindedness.  

A public and acknowledged partnership with the IBO would further support and promote 

the GSA and its students, as a crucial education institution promoting student equality. While 

GSA clubs are not currently available in every school setting, the GSA network encourages the 
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growth of new clubs worldwide, making a future alliance with all IB schools possible. 

5.4.3.2 Lead Inclusion (Group and Program Levels) 

 A proposed partnership with Lead Inclusion is recommended across the IBO’s Group Six 

and IB Diploma Program. Lead Inclusion is an organization that “provide[s] research-based 

professional learning internationally that facilitates equitable opportunities for all students, with 

and without learning differences” (Lead Inclusion). This equity of teaching and learning includes 

a specialized focus on “research-based intervention and support, and assessment” (Lead 

Inclusion). Using the Response to Intervention (RTI) framework, Lead Inclusion works to 

promote inclusion for students at all learning levels. Lead Inclusion currently doesn’t have a 

formal affiliation with the IBO; however, both organizations’ utilization of standards-based 

grading would “align well” (Jung).  

An envisioned partnership between the IBO and Lead Inclusion could focus on enhancing 

diversification training and preparation in the current IB training workshops. At the program 

level, this partnership should entail increased access to continued professional learning, with 

specialized focus on goal setting and assessments. This access could greatly facilitate the work of 

Group Six teachers in their respective course planning, an identified deficit area.  

Also at the program level, a partnership with Lead Inclusion could focus upon correcting 

IB assessment deficits which currently disadvantage IB students. According to Jung, “our work, 

particularly in the areas of multiple means of expression, accommodations, and modifications 

would benefit the IB Program.” This could be achieved through expanding the current IB 

assessment parameters, where over-prescriptive structure can often hinder the students’ ability to 

show growth (see 4.4.3 Research Presentation Prescribed List). This proposed diversification 

aligns Lead Inclusion’s mission of promoting “equitable opportunities . . . internationally” with 
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the IBO’s stated call for inclusive arrangements, acceptance, and promotion within its Diploma 

Programs (IBO Guide 41) in addition to its obvious support of international-mindedness.  

5.4.3.3 Girl Up (Program Level) 

 Another recommended group and program level partnership is with the Girl Up 

Organization. The organization’s objective is to “[w]ork . . . toward a world where girls have 

equal value, access, and opportunities to reach their fullest potential” in an age when “there is no 

country in the world where women are equal” (Girl Up “Clubs and Campus”). Promoting gender 

equity and awareness through avenues such as campus-based clubs, Girl Up follows a three-part 

approach of “learn, train, and lead.” Much like the GSA, Girl Up provides guidance and support 

for schools wishing to create a local chapter. The partnership objective between the IBO and Girl 

Up proposes facilitating the training of IB administrators and curriculum writers to create more 

inclusive language and perspectives in assessment criteria and course structuring, ultimately 

envisioning new ways in which the IBO could empower its learners. Focusing specifically on 

female learners, a partnership with Girl Up could examine current gender perspectives and 

methods to ensure equality. 

The Girl Up organization is currently sponsored by Google, Disney, and other global 

corporations. “Founded by the UN in 2010 as an initiative to help support UN agencies that 

focus on adolescent girls” (Girl Up “About”), Girl Up parallels the IBO’s foundation origins in 

UNESCO. Embedding the promotion of “international and intercultural understanding” into their 

definition of international education, and thus the IB program (Hill, “World Class Education” 3), 

both the IBO and Girl Up work as organizations to further international-mindedness through 

these original catalysts. With origins deeply embedded in the advocacy for human rights (Hill, 

“World Class” 2, 17), the IB Program is both equally capable of, and responsible for, initiating 
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the worldwide empowerment of girls and promotion of gender equality. 

5.4.3.4 Diversity Collaborative (Program Level) 

The final program level recommendation concerns a proposed partnership with the 

Diversity Collaborative. Initiated in 2019 by the international recruitment agency ISS, or 

International School Services, the “Diversity Collaborative recognizes the value of diverse 

perspectives and the importance of including members of groups that have previously been 

underrepresented in international school leadership” (ISS). The Diversity Collaborative’s 

initiatives of placing underrepresented persons in positions of leadership in international schools 

co-align with the IBO’s mission of working through “international schools’’ to create “a more 

peaceful world” (IBO “Mission”) through inclusion and balanced power. A proposed partnership 

with the Diversity Collaborative could be one that examines the implementation of international-

mindedness in the Group Six courses, specifically through its discussion and exploration of 

culture, a redistribution of power within the structure of the individual courses of Group Six, and 

how Group Six operates within the greater IB Diploma Program. However, a partnership with 

the IB Program could be hindered by the Diversity Collaborative’s relative infancy, and its 

affiliation with an educational recruitment agency. 

5.4.3.5 Partnerships Conclusions  

This section examined the current dominant relationships of the IB Theatre Program, 

namely with ISTA, and suggested a series of partnerships at the course, group, and program level 

to align with, enhance, and further diversify current IB Program components, including 

international-mindedness interpretation and implementation. These recommendations included a 

proposed methodology to further assist in this process. The next subsection will include 

recommended pedagogies for the IB Program.  
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5.4.4 Recommended Pedagogical Approaches  

This subsection will offer a series of pedagogical approaches and methods to further 

facilitate the proposed diversified alignment of the IBO. The established overall IB Program and 

specific IB Theatre Program deficits of cultural diversity (see 2.2.5 Westernism Within the IB, 

4.3.7 Cultural Recognition Overview, and 4.4.2 A Closer Look at Culture) suggest the need for a 

rebuilding of the pedagogical approaches embedded in the programs.  

 To further diversify the IB Program, I recommend that pedagogies focus on the inclusion 

of educators and knowledge systems currently excluded from the program, namely those 

representing minority voices. Vital to rectifying both the pedagogical approaches, and the 

mentality in which the IBO creates its programs, these recommendations include a series of 

conversations and dialogues with the educators and creators of these pedagogies whenever 

possible, as opposed to the IBO appropriating these methods without first appropriately 

dialoguing with their creators. The inclusion of these processes and the shared responsibility 

inherent in many more accurately represent a variety of world education “best practices,” thus 

more appropriately promoting and embodying international-mindedness and international 

education.  

5.4.4.1 Pedagogy of the Oppressed, “Course Level” 

 At the course level, IB Theatre teachers could benefit from an extended study and 

application of critical pedagogy, outlined in Pedagogy of the Oppressed, practically developed 

by the Brazilian theorist Paulo Freire. Freire’s fundamental statement that knowledge is not a 

“bankable” commodity, nor do learners enter into learning devoid of thought, advocates a style 

of “unlearning”. Questioning the source of knowledge and examining the structure of power 

behind it, critical pedagogy challenges the ordering of power dynamics and empowers the 
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culturally marginalized: “Word is not the privilege of some few persons but the right of 

everyone” (Freire 69).  

 Incorporating critical pedagogy into the IB Theatre course could function on numerous 

levels. In empowering learners, the bankable education model, which “minimiz[es] or annul[s] 

the students’ creative power . . . [and] serves the interest of the oppressors” (73), is replaced with 

a new model that empowers learners to challenge the receipt of “humanitarian” conceptualism. 

This attitude of benevolence and servitude informs foundational aspects of IB core components, 

such as the IB CAS Program.  

A non-bankable model translates into examinations of world theatre traditions through 

their respective cultural lenses, not through a Non-Western “othering” perspective potentially 

evident in some aspects of the assessment criteria (i.e., in the use of published play texts only, 

“companies’’ versus theatre making bodies, etc.). This translates into a recommendation to teach 

a variety of world theatre forms from currently underrepresented regions, such as the Pacific, 

South America, and Africa. In curriculum development, teachers should seek methods that 

promote true teacher-learner partnerships, which are impossible within the banking model 

(Zokaeieh and Alamdari 216) and embody international-mindedness at their core.  

This translates into exploration and dissection of IB “ready mades” (Hahn) such as the 

IBO’s cultural definition and its current failure to engage students in questioning these cultural 

truths. This and other such examples, such as making false equivalencies between two unrelated 

theatre traditions, result in a false “gifting” notion that international education is bestowed upon 

its student body. Critical pedagogy methods challenge and reverse this incorrect notion, 

empowering the learner, as opposed to the “gifting” institution. 

5.4.4.2 Postcolonial and Indigenous Pedagogies Introduction  
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Postcolonial and Indigenous pedagogies function as separate but interrelated methods and 

processes (Alfred; Alfred and Corntassel; Pete; Smith); therefore, addressing one necessitates 

addressing both. Postcolonial pedagogy is described as any process that deconstructs the status 

quo of the colonial mindset, structures, and power dynamics, specifically those in education 

(Crowley and Matthews; Lavia; Smith). Because “Decolonization necessitates shifting our 

frames of reference with regard to the knowledge we hold” (Antoine et al.), post- or decolonizing 

pedagogies and processes ultimately reverse or refute identities formed through colonization, and 

work to right injustices.  

Indigenization is a process of normalizing Indigenous knowledge systems, perspectives, 

and approaches as central in literal and metaphorical spaces. As such, this process is unique to 

each location and organization. Indigenization does not seek an obliteration of Western 

approaches but an acceptance of both as effective, legitimate, and even complementary 

methodologies (Antoine et al.; Smith). Indigenization is not multiculturalism, as the latter does 

not address the social injustices and institutionalized racism suffered by Indigenous communities 

(Brydon). Referencing their interrelation, postcolonial pedagogies are inherently a process of 

Indigenization (Antoine et al.; Brydon; Smith). Ironically, Indigenization is often overlooked in 

favor of multiculturalism (Brydon; Ghorayshi et al.). This is predominantly and paradoxically 

true in the field of international education and specifically the IB Program, likely due to 

UNESCO’s foundational influences on the IB Program and UNESCO’s focus on postwar 

reparations for Western powerhouse nations. Therefore we see these early objectives embedded 

into much international educational philosophy (see 2.2.1 International Education Definitions) as 

opposed to Indigenous nations’ community decolonization and rebuilding.  

Reconciliation is an acknowledgment, an expressed apology, and constructive action 

https://fernwoodpublishing.ca/authors/view/parvin-ghorayshi


180 

towards building reconceptualized relationships between the colonizer and the colonized 

(Antoine et al.; Brydon; Smith). Integral to the reconciliation process is the integration of 

educational approaches that discontinue the perpetuated colonial ideology and mindset (Spivak; 

Truth and Reconciliation Commission of Canada). While by nature a reciprocal task, the onus of 

undertaking this process remains on the perpetrating party. The three combined concepts of 

postcolonialism, Indigenization, and reconciliation benefit everyone, not just Indigenous peoples, 

by creating a richer knowledge base and a more just world (Antoine et al.).  

A strict and diligent avoidance of cultural appropriation is critical in the postcolonial, 

Indigenizing, and reconciling processes. In reconstructing a more equitable society, at a 

minimum, the identified protocol in formulating these processes includes: 

● Incorporating Indigenous experts into the reconceptualization and reconstruction 

process; 

● Ensuring a meaningful and appropriate integration of Indigenous pedagogical 

approaches; 

● Instruction in and implementation of proper protocols surrounding Indigenous actions 

and applications (Antoine et al.); and  

● Discerning and authenticating appropriate cultural community resources (Archibald; 

Lopes). 

At a minimum, the IBO or any other applying body should take these steps to ensure culturally 

appropriate integration.   

5.4.4.3 Postcolonial Recommendations (Course, Group, and Program Level) 

In accordance with this protocol, specifically “incorporating indigenous experts into the 

reconceptualization and reconstruction process” (Archibald; Lopes), any recommendations for 
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specific methods or approaches from a non-Indigenous researcher would be inappropriate. As a 

non-Indigenous person, I acknowledge that the reversing of embedded colonial attitudes in 

intercultural researching practices such as those of the IBO requires the facilitation of Indigenous 

educators to appropriately incorporate and negotiate this content (Gruenewald 151). Therefore, 

to respect the established protocol surrounding the appropriate application of these pedagogies, 

this section will include only a brief overview of a selection of Indigenous educators and their 

approaches. In further accordance with the appropriate reconciliation process, the IBO could 

initiate further dialogue with these educators to better determine methods and approaches most 

appropriate and effective in the decolonization and Indigenization of the IB Program.  

Proposed Indigenous educators include Linda Tuhiwai Smith, Marie Battiste, Gregory A. 

Cajete, and Noelani Goodyear-Kaʻōpua, and the “Organisation to Decolonise International 

Schools.” Each of these educators/organizations represents a deep knowledge and expertise in 

their given area. Not intended as an exhaustive field summary, these recommendations illustrate 

the wealth of postcolonial ideologies currently lacking in the IB Program. These educators 

further represent the possibility of the proposed IB Program’s diversified alignment model 

through the inclusion of Indigenous knowledge and perspectives. 

Renowned Indigenous scholars such as Smith have “inextricably linked” the concept of 

research to both colonialism and imperialism (1). Smith’s various methods are aimed at ensuring 

that research into areas of Indigenous knowledge be “respectful, ethical, correct, sympathetic, 

and useful” for Indigenous people (Porsanger 108). Her work questions the normalized 

relationship between the researcher and researched, and reconceptualizes how research can be 

conducted by and towards Indigenous communities while promoting equity and dignity (Smith 

105). Smith’s areas of focus align with the current IB course, including group and program 
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agendas of investigating unfamiliar cultures (see 4.4.3 Research Investigation Prescribed list, 

“Research Presentation”; and 5.2.2.1.8 Further Misalignment Across Group 6 Courses, “Dance 

investigation”). Dialoguing with Smith could result in the IBO more appropriately 

reconceptualizing its research approaches, methods, and concepts, including international-

mindedness, at both the course and group level. 

Battiste’s work challenges Eurocentric education models through the legitimization of 

storytelling and oral tradition as accepted research methodologies. Inherent in this struggle is the 

recognized power dynamic of the West versus “other.” Integral to this struggle is the acceptance 

and recognition of ancestral knowledge as a legitimate research methodology, thus shifting the 

power dynamic traditionally held by Western education models (Battiste Decolonizing 166; 

“Indigenous” 18). At the course level, Battiste’s approaches suggest a natural coupling between 

storytelling and theatre. At the program level, both the IBO and Battiste’s emphasis on research 

suggest a paired alignment, as an open dialogue with Battiste could further conceptualize 

appropriate Indigenization methods for both these areas (Battiste “Indigenous Knowledge 

Foundations” 2). 

Cajete’s theory mirrors Battiste’s in focusing on the exploration and importance of story, 

specifically myth, as a foundational aspect of human teaching and learning processes (Cajete 

“Children” 114). Furthering this, Cajete theorizes the embodiment and precipitation of myth 

through traditional performance methods such as “ritual, song, dance, and art” (119) and further 

centralizes these as traditional Indigenous research practices, as opposed to peripheral cultural 

artifacts. Like Battiste, Cajete shuns the concept of “theory” as a Western construct, stating that 

his theory is “ground[ed in] that of lived experience (114). At the group level, dialoguing with 

Cajete and his proposed methods could further enhance and expand the numerous performative 
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aspects of the Group Six courses. At the program level, it would result in a further enhancement 

and conceptualization of the IB Program’s researching practices found in international-

mindedness and other program components. 

Goodyear-Kaʻōpua advocates the Indigenous pedagogical methods employed in part at 

the Hawaiian education-center charter school, Hālau Kū Māna. Goodyear-Kaʻōpua echoes 

Battiste and Cajete in advocating modified approaches to ancestral knowledge and storytelling as 

“text.” Additionally, Goodyear-Kaʻōpua notes the culturally appropriate application of 

traditional values into educational models. This conjoins with site-specific project-based 

learning, and community elder mentorship programs. At the course and group level, a discussion 

could include a reframing of the IBO’s current conceptualization of project-based learning from 

cumulative and cooperative summative assessments into those which positively involve and 

impact their host communities. At the program level, dialoguing with Goodyear-Kaʻōpua or 

another Indigenous educational leader working with similar practices could potentially create 

avenues for the IBO to reexamine its imposed values, including those in culture and by 

extension, international-mindedness, to more accurately determine culturally inclusive 

parameters.  

A final proposed recommendation concerns consulting with the “Organisation to 

Decolonise International Schools” (ODIS). Begun under the name “Decolonise the IB,” formed 

by two IB alumni aware of the colonialist nature of their schooling, the organization provides 

free resources for teachers, such as podcasts, petitions, and surveys. They ultimately challenge 

international schools to question whether their educational models are “upholding White 

Supremacy” and to provide “a safe platform for minorities to speak out” (David and Reynolds).  

Founded in late 2020, ODIS’s call to action echoes the more mature organization, the 
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Association of International Educators and Leaders of Colour (AIELOC) (David and Reynolds). 

Their resources emphasize recognizing inherent racial biases in teaching the IB, with a suggested 

series of corrective methods (ODIS). The materials primarily recommend methods aligned with 

BLM, or the Black Lives Matter social movement. While currently in its infancy stages, the 

organization represents the kind of oppositional perspective and challenging entity that the IBO 

should engage with to remain ethically balanced and unbiased, whether through this organization 

or a similarly aligned one.  

Brydon reminds us that “there are no quick fixes” in decolonizing education (58). While 

not a definitive or exhaustive list, this grouping samples a wider educational representation not 

evident in current IB education. Recalling Hayden and Thompson’s influence in international 

education literature (see Chapter Two Literature Review), coupled with their strong connection 

to the IB Program, the proposed regional representation and specific perspectives and 

individualized voices of New Zealand’s Māori (Smith), Canada’s First Nations (Battiste), the 

US’s Native Americans (Cajete), and the Pacific’s Native Hawaiians (Goodyear-Kaʻōpua) 

diversifies the IB Program’s current status quo. Perhaps most importantly, consulting a variety of 

educational leaders beyond the dominant UK representation of Hayden and Thompson more 

accurately embodies the concept and spirit of international-mindedness and intercultural 

education. While the IBO may currently pull from a wider diversity of educators, the fact that the 

IBO showcases UK individuals and institutions above others is indicative of the wider issue at 

play. 

5.4.4.4 Indigenous Recommendations 

5.4.4.4.1 Place-Based Education (Course and Group Level) 

 As a non-colonized person, my prescription of postcolonial pedagogies would be 

https://en.wikipedia.org/wiki/M%C4%81ori_people
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culturally and academically inappropriate. However, my positionality as both an IB and 

international teacher allows for my recognition and recommendation of methods that support 

both international and theatrical education methods, specifically place-based pedagogy. 

Either all places are considered important and “holy,” or none of them are (Jackson). This 

powerful statement drives the mentality of locational significance in place-based education. 

Place-based education seeks to undo the damaging effects of homogenized education systems, 

which create negative impacts similar to those suffered by local communities impacted by 

globalization (Gruenewald xiv), including normalization and standardization of race, gender, 

class, sexuality, and education (Apple; Smith et al.). Place-based education advocates against 

these homogenizations for “local diversity, the diversity within places, and the diversity between 

places” (Gruenewald xxi). It argues that true multiculturalism is not possible without first having 

a connection to current surroundings. Consequently, this makes international-mindedness within 

the IB Program an impossibility without first considering the local circumstances impacting IB 

schools. This further aligns with the IBO’s current mentality of promoting the use of local 

materials in the IB Theatre Program (Guide 17, 25, 32, 56). 

An adoption of place-based education would be beneficial for the IBO on two levels. On 

the course level, an implementation of place-based education could function as a mandate within 

the course structure itself (see 5.3.2 Pattern One Corrections, and the corresponding Model 5.1). 

In this recommendation, the IBO must provide accurate definitions in which to frame the “local-

ness” of any given materials, i.e., of the city, country, world region, etc. (see 5.3.4 Pattern Three 

Corrections). At a minimum, content options and mandates could be grouped by “IBO World 

Regions.” Absent a restructuring of the program, the course teacher is advised to insert specific 

local curriculum content. This could manifest as the use of locally-produced play “scripts,” 
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investigation or interaction with local theatre groups, or other community opportunities to 

engage in theatre such as productions, workshops, or visiting local venues. Contingent upon 

availability, this use of materials should be encouraged to be as site-specific as possible.  

 On the group level, this recommendation would function as a series of dialogues between 

a variety of regional artists. Ensuring that teachers have the resources to locate regional visual 

artists, dancers, theatre practitioners, writers, and filmmakers, the process could be facilitated at 

least in part by the IBO. Creating a registry where artists can voluntarily identify themselves 

could potentially create a mutually beneficial relationship for all involved parties, similar to the 

IBO sourcing materials from regional theatre companies (see 5.4.2.2 Additional Theatre 

Organizations Partnerships (Course Level)) and further embody the collaborative spirit 

embedded in international-mindedness. 

5.4.4.5 Pedagogy Conclusions 

 This section proposed a series of pedagogical approaches to combat the power structure 

misplacement within the IBO. My positionality within the research urged less specific 

recommendations in favor of dialoguing with Indigenous educators. From my perspective as an 

IB and international theatre instructor, I made two specific recommendations of pedagogy of the 

oppressed and place-based education. Having concluded this section, let us now examine related 

field recommendations as they support postcolonial and Indigenization methods and a continued 

enhanced envisioning of international-mindedness.  

Having concluded the initial two subsections of recommended partnerships, and 

pedagogical approaches, the following two subsections are designed to work in tandem with 

these previous addressed subject areas. Therefore the remaining areas of recommendations, 

related field studies and IB policy changes, are examined through the lens of previously 
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proposed partnerships and educational pedagogies.  

5.4.5 Recommended Related Field Research 

This subsection will explore recommended related field literature, specifically Queer, 

Feminist, and Critical Race Theory. All seek equality through correction and elimination of 

discriminatory practices. Rather than an entire field overview, the purpose of these 

recommendations is to negotiate how specific aspects of each field aligns with and diversifies 

IBO course, group, or program aspects. As such, field recommendations and discussions will be 

focused on theoretical aspects which further embody international-mindedness through the above 

mentioned components.  

5.4.5.1 Queer Theory (Course, Group, Program Level) 

 Queer theory challenges the often-established norm that identity is derived from gender 

or sexuality, specifically constructed binaries of gender- and heteronormativity (Butler, Halperin, 

Sedgwick, Rubin). Deconstructionist by nature, queer theory examines language and power 

dynamics of sexuality and gender identity in part through the application of French theorist 

Michel Foucault’s works (“Power”; Sexuality). Foundational positioning of queer theory 

includes Butler’s questioning of what definitively defines a woman, and therefore feminism, 

when socially constructed norms shift across time and culture (3). Sedgwick investigates what 

comprises human sexuality and uses this examination to further question the accepted 

homo/hetero binary (85-86). Rubin questions the imposed morality of some sexual acts versus 

others, in the sexual hierarchy of “the charmed circle vs. the outer limits” (153). Queer theory 

ultimately works to destabilize the rigidity and stigmatization traditionally surrounding gender 

and sexual identity, opening space and normalizing queer culture and identity.  

 At the course level, a deep examination of queer theory and literature could be 
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significantly beneficial for the IB Theatre Program. To begin, an insertion of queer play text 

recommendations could help diversify the course, through an alignment with the previous 

recommendation for greater IBO-created course content (see 5.3.2 Pattern One Corrections). 

These texts could also support the recommended partnership of the IBO and GSA, or Gay-

Straight Alliance (see 5.4.3.1).  

An examination of queer theory also could improve the IB Theatre Program’s current 

definition of culture, analyzed extensively in Chapters Four and Five (see 4.3.7 Cultural 

Recognition Overview, onwards). Currently, the IB Theatre Program’s interpretation of culture 

largely implies the passive reception of one’s culture, greatly circumstantial to one’s current 

location delineated by countries’ political boundaries (see 4.4.3 Research Presentation Prescribed 

List). This is opposed to queer culture’s interpretation of culture, which is viewed as 

performative, and is informed and crafted by group commonalities and identities. The latter more 

accurately reflects personal roles in, and acceptance and application of, one’s own culture, and 

furthermore more accurately embodies the possibility of international-mindedness. The IB’s 

current definition of culture could be partially corrected by an adoption of culture as informed by 

identity, rather than implied ethnicity or location.  

 An application of queer theory could also help the IBO question its constructed norms 

established within the Theatre course. Queer theory’s cornerstone questions established norms 

and deconstructs power dynamics and frameworks that marginalize and oppress. Recalling the 

discord surrounding the structuring of IB Theatre assessments established in Chapter Four (see 

4.4 Assessment Cross Analysis) the IBO’s use of exclusionary assessment language such as 

“published play text” and “company” favor forms following established “theatre norms” over 

others. Using a queer theory framework, an examination of how program language can include, 
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versus exclude, would increase the diversification of the IB Theatre Program by including and 

promoting a wider variety of world theatre than currently present, further promoting a truer 

envisioning of international-mindedness.  

 At the group level, specifically addressing Group Six’s exclusion of sexually explicit 

materials (IBO Guide 19) in assessments is warranted. Referencing the concept of “sex 

negativity,” Rubin identifies 19th century England and the United States as locations of over-

politicization and moralization of sexuality, including “educational and political campaigns to 

encourage chastity” (143) and other measures. Sex negativity and Western cultures 

overwhelmingly subscribe to this concept (Rubin 150-151; Weeks 22). The concept of Western 

sex negativity and the further declaration that Western cultures largely regard sex as negative and 

destructive (Rubin 150-151; Weeks 22) calls for an examination of the IBO’s censorship of 

sexual depictions within the Group Six courses. The dominance of cultural Westernism (Rubin; 

Weeks), and Christian morality (Sontag 46) further warrant the IBO’s reexamination of its 

policies, specifically those surrounding explicit exclusion and cultural admonishment. These 

current policies discourage international-mindedness, and Indigenization, by the forced 

appreciation of Western perspectives above all others. 

 At the program level, a further examination of how language is used across the entire IB 

Program would also be beneficial. While the above is a clear example of language exclusion 

versus inclusion, much like postcolonial and Indigenous pedagogies, a further study and 

application of queer theory across program level language could reveal other such areas of 

oppression or oversight that the IBO is currently unaware of. 

5.4.5.2 Critical Race Theory (Course and Program Level) 

 Critical race theory, or CRT, is described by two movement founders as “studying and 
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transforming the relationship among race, racism, and power” (Delgado and Stefancic 2). 

Designed for practical application (Tate 197; Crenshaw “Demarginalizing”), the movement is 

rooted in the US civil rights era, Brown versus the Board of Education, and the early writings of 

theorists Crenshaw (“Demarginalizing”; “Mapping”), Ladson-Billings (“Just What’s Critical 

Race Theory?”; “Toward a Critical Race Theory”), and Solórzano and Villalpando (“Critical 

Race Theory”). CRT addresses issues related to microaggressions, described as “subtle insults” 

that undermine people of color’s right to equality, dignity, and safety (Solórzano; Solórzano et 

al.). It also addresses institutionalized racism, the stereotyping and systematic stigmatization of 

persons based on their race (Jones). The coined term intersectionality (Crenshaw 

“Demarginalizing”), or the interrelation of related fields such as gender (Berry; Solórzano) and 

indigenization (Brayboy), are also addressed through CRT. CRT seeks corrections to language 

and structures that contribute to the perpetuation of racism and discrimination.  

 At the course level, recommendations for applying CRT include examining the IB 

Theatre Guide’s language for institutionalized power imbalances, specifically in assessment 

language that could be viewed as discriminatory, i.e., comparing contrasting cultures via 

performance conventions (72). This recommendation intersects with similar methods and 

approaches seen in postcolonial pedagogies (see 5.4.6.3 Postcolonial Recommendations (Course, 

Group and Program Level)).  

At the course level, this deficit is largely evident in the Theatre Program assessments. 

The Solo Theatre Piece’s use of theorists with both primary and secondary sources potentially 

discriminates against those cultures, races, or regions less sourced in accessing professional 

publishing, thus discriminating against one group or groups (see 5.4.8.1 Queer Theory (Course, 

Group, Program Level) for full argument). The Research Presentation’s language of assessing 
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students’ ability to compare one “selected performance convention . . . to one other performance 

practice, providing . . . connections between the selected performance convention and the 

practice(s)” (IBO Guide 72) stereotypes and oversimplifies both assessed cultures. While some 

comparisons may be entirely warranted, such as a comparison of movements within English 

Victorian Melodrama to Italian Commedia dell’Arte, other such comparisons would not, for 

example to the ritualistic Indonesian performance of Barong. However, students are graded on 

their ability to craft a connection between two conventions (IBO Guide 72), rather than on their 

ability to determine any degree of cultural appropriateness in comparing the two. A reframing of 

the language and task could transform the assessment criteria into a meaningful application of 

intersectionality and its impact upon culture, rather than a potentially forced inappropriate 

cultural comparison and appropriation. 

 At the group level, I recommend that the IB reexamine the definition of international-

mindedness in the arts, specifically through the lens of intersectionality. A reconceptualized 

definition calls for a meaningful interaction with and a deeper understanding of culture, with 

particular focus on cultures that have historically suffered inequalities and discrimination. 

Additionally, the IBO should provide clear parameters to avoid cultural appropriation in artistic 

research. This would include acknowledgment of the IBO’s location and multiple associations 

with the UK, a nation that historically benefitted from world colonization and slavery. 

At the program level, the IB could use critical race theory to reconceptualize its CAS 

program. The IB Theatre Guide’s included acronym of CAS reads “Creativity, Action,46 

Service,” where action is described as “physical exertion contributing to a healthy lifestyle” and 

service as “an unpaid and voluntary exchange that has a learning benefit for the student” (13). 

 
46 The updated version of the IB Theatre Guide, published in 2017, refers to CAS as “creativity, activity, service” 

(13).  
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The ironic misuse of the phrase “action” could be redirected to represent “cooperative 

community action,” where the student embodies the role of contributor, as opposed to leader. 

This more appropriately embodies the word “action,” simultaneously aligning with critical 

pedagogy’s call for action against passive or “bankable” education (see 5.4.6.1 Pedagogy of the 

Oppressed (Course Level)). The word “sport” is a suggested substitute to represent physical 

activity, thus maintaining the IBO’s current acronym. Regarding the final areas of CAS, 

“creativity,” described as “arts, and other experiences that involve creative thinking” (13), 

potentially stigmatizes the arts as an extracurricular pursuit, rather than an academic subject. 

Rather than removing creativity from CAS, the IBO is called once again to mandate Group Six 

courses, encouraging arts in both areas of the program. 

 Finally, I advise the IBO to use critical race theory to reexamine the concluding phrases 

of CAS’s overall function within the IB Program, which can currently read as microaggressions: 

“Possibly, more than any other component in the Diploma Programme, CAS contributes to the 

IB’s mission to create a better and more peaceful world through intercultural understanding and 

respect” (Guide 13). Words such as “better” and “peaceful” imply that communities that lack the 

IB and CAS program are lacking these attributes. This further suggests an IBO-held attitude of 

Western saviorism. Using critical race theory to rework these passages to reflect a partnership 

with, and learning from, communities lessens the discriminatory or offensive language against 

them and more appropriately embodies international-mindedness.  

5.4.5.3 Feminist Theory (Course and Group Level) 

Contemporary feminist theory concerns analyzing and equalizing gender inequalities 

(Beauvoir; Friedan; Greer; Millett; Wolf). Some areas of feminism question power structures and 

patriarchy, body and performativity, traditional roles and gender systems. Feminist theory works 
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first towards emancipation and then normalization (Dietz 418). The subjectivity of feminism has 

led to numerous and interconnected field schisms (James 576), such as multicultural or 

multiracial feminism, which questions the sameness of female representation in feminism (Zinn 

and Dill) and the lack of race and class diversity (Hill Collins). They argue the need for a fuller, 

more diverse representation of class-diversity and women of color in feminist discourse. 

Feminist theory intersects with queer theory in distinguishing between sex and gender (Beauvoir; 

Butler). 

At the course level, there is an obvious connection between Girl Up and feminist theory. 

Apart from this, the IB Theatre Guide contains no obvious or subtle language or structuring 

elements considered sexist in nature, effectively eliminating sex or gender from the Guide. As 

such, students receive an equal consideration under the IBO in regards to their gender. In this 

way, the Guide’s language should be viewed as a success. I recommend the IBO examine the 

Guide’s language and structure, using feminist theory to document its successful approaches in 

providing students of all genders equality in its program. The IBO is then recommended to use 

these successful examples as a baseline for comparison to their application of queer and critical 

race theories. Where potentially racist or discriminatory language exists, the IBO should 

reexamine the style of language used in respect to feminist theory, and correct accordingly. 

At the group level, it is recommended that the IBO apply feminist theory by providing 

Group Six courses with prescribed content recommendations specifically supporting equal 

representation for female artists and their work. While the IBO currently emphasizes diversity of 

“time, place and cultures” (Guide 16, 22, 25, 31), this draws a closer association to traditions or 

movements. Inserting “gender” into this diversity grouping would help ensure more 

representation for females and other non-male gendered individual artists. Mandating a system to 

https://en.wikipedia.org/wiki/Maxine_Baca_Zinn
https://en.wikipedia.org/wiki/Patricia_Hill_Collins
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ensure program diversity and accountability is once again recommended (see 5.3.2 Pattern One 

Corrections), ensuring a further diversity on all levels of the IB Program. 

5.4.5.4 Related Field Conclusions 

 This section offered a selection of related field study recommendations and their potential 

application to the IB Program at the course, group, and program levels. These suggestions align 

with the previously recommended partnership and pedagogical approaches through an 

examination of Guide structuring and language. All related field recommendations offer 

alignment with postcolonial and Indigenous theories by working to equalize and correct 

discriminatory practices and implicit and explicit biases. 

5.4.6 Recommended IB Policy Changes 

The final subsection of this chapter will establish further mechanisms of accountability 

for the IB Program through the lens of an established foundation of recommended partnerships, 

supporting pedagogies, and related field studies. These recommendations largely concern 

revamping a variety of existing policy mechanisms such as review boards, and hiring committees 

that safeguard the IBO’s processes, but will ensure diversity and equality in these. This 

discussion returns us to a variety of the program implications discussed in subsections 5.2-5.2.3 

and brings this research analysis and the subsequent recommendations full circle.  

5.4.6.1 Guide Creation Processes Recommendations  

The driving impetus behind these recommendations is an increased program emphasis on 

transparency and efficacy for the IB Theatre course and all Group Six courses. The IBO’s stated 

process of formulating new courses and Guides currently includes a three-step process of 
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“evaluation, development, and implementation” (Bindon) and includes such steps47 as: 

● senior manager and external consultant reports 

● teacher, student, and alumni survey data 

● literature review 

● syllabus comparisons 

● university feedback 

● teacher and consultant meetings from all IBO world regions 

● committee review feedback 

While the IBO does publish this process, the degree to which it includes diverse 

processes is difficult to determine, specifically concerning the areas of external consultants, 

literature review, university feedback, and committee review feedback. My proposed diversified 

alignment methodology (see Model 5.3) addresses a series of questions concerning length of 

association, educational perspective, and cultural diversity. As we examine the current IBO 

policies, we see these same issues come to the forefront. My recommendations strive to clarify 

this information by providing further transparency and diversification in the IBO’s Guide 

creation process.  

5.4.6.1.1 External Consultants 

In the IB Theatre Guide’s course creation cycle, it is currently unclear if the IBO is 

referencing educational, theatrical, or another variation of consultants. While ISTA has been 

established as a consulting and contributing organization, it remains unclear what other 

organizations or individuals may be involved in this process. 

 
47 Additional steps not recommended for policy review include “[Development] feedback through teacher surveys 

[redundant to step two], trialing of new assessment tasks and criteria, [Implementation] production of new materials, 

upskilling of workshop leaders, subject specific seminars, accreditation and recognition of new courses” (Bindon).  
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In order to rectify this opacity, I recommend that the IBO first and foremost publish the 

list of all consulting bodies used in their course creation cycle. This will eliminate any potential 

doubt concerning consultants’ qualifications or expertise. Secondly, the IBO should publish 

these lists of consultants within the newly included bibliography of the new Guide. This will 

ensure accessibility for teachers and students, and further ensure accountability on the part of the 

IBO. 

Finally, regardless of the current standing of diversity within the consulting group, the IB 

should evaluate and adjust accordingly using the proposed diversification methodology, 

examining length of association, educational perspective, and cultural affiliation (see Model 5.3, 

Proposed “Diversified Alignment” Methodology) or some other means of measuring and 

ensuring diversity. Those adjustments could result in sourcing professionals from the various 

social and academic areas previously covered in these recommendations, i.e., theatre 

professionals who represent a variety of artistic and ethnic backgrounds, and educational 

consultants who represent a variety of approaches and perspectives, including Indigenous 

educators; and gay rights, civil rights, and women’s rights advocates. 

5.4.6.1.2 Literature Review 

The primary concerns regarding the IBO’s internal literature review pertain to many of 

the same areas as those concerning its consultants, specifically the lack of information 

concerning the diversity of the textual body reviewed, and the failure to publish these materials 

in the form of a bibliography. As such, the recommendations for the literature review are much 

the same as for the consultants: it is recommended that the IBO publish its literature review list, 

make it available in the Guide’s bibliography or an additional easily accessible location, and use 

the suggested diversification methodology to ensure increased source diversity. 
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If the IBO is not currently doing so, its literature review should include texts that align 

with the previous recommendations. This includes literature produced by a wider variety of 

national and international theatre companies, and playtexts and other literature produced by 

Indigenous or underrepresented theatre makers; diversification literature, specifically concerning 

application in international schools; literature concerning culture-based education; literature 

concerning the Black Lives Matter movement, and other anti-racist texts. 

5.4.6.1.3 Feedback From Universities 

As established in Chapter Two, Literature Review, the IBO has firmly established ties 

with the University of Bath. Due to the lack of published materials, it is difficult to determine the 

field of the universities the IBO currently consults with in its process of constructing the Guide 

and course. Recalling the graphic originally seen in Chapter Three we see the following closed 

loop system at play: 

     Model 5.6: International Education Self-contained Cycle 

 

In order to alter this repetitive cycle, it is recommended that the IBO establish new ties 

beyond the University of Bath and its affiliates in favor of new alliances. For diversification 

purposes, universities not following the British education model are recommended, as are 

universities with an affiliation to Indigenous education, such as the Indigenous Intercultural 

University (IIU) of Central and South America. Offering courses through a variety of established 
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universities, IIU strives to provide “indigenous peoples [with access] to qualified university 

education that includes indigenous knowledge and a focus on gender equality.” The program is 

currently offered through participating universities in Bolivia, Brazil, Chile, Costa Rica, 

Ecuador, Guatemala, Colombia, Mexico, Nicaragua, Peru, and Spain. This, or some other similar 

university system or educational organization, is recommended. 

5.4.6.1.4 Committee Review  

The final recommendation concerns the committee review of the Guide creation cycle. At 

present, “For DP arts specifically, these reviews are undertaken as single-subject reviews, with 

each arts subject having their own distinct review process, led by a Curriculum Manager” 

(Bindon). While the IBO grants “subject specialists . . . a large degree of autonomy over the 

subjects [they] manage,” the IBO also holds final say over a course and Guide’s structure and 

content, “thus [making] the publication of any course guide . . . a compromise” (Bindon).  

The final suggestion for the Guide creation process includes allowing curriculum 

managers full autonomy over their specialty subject areas. The recognition that the “IB is a 

complicated, multilayered organization that operates across time zones and continents, so 

bringing about change in one subject guide is a challenge for an organization that tries to seek 

alignment across its entire body of courses” (Bindon), speaks to the need for the IBO to 

relinquish pedagogical control to the subject experts creating these courses. Following this 

research’s recommendations and adjustments will allow the IBO to better facilitate the creation 

of improved guidelines, and thus more consistency across its programs. This, combined with a 

diversified knowledge base provided through the above suggestions, will assist IB specialists in 

producing appropriately specific structuring and materials for each IB course which more 

accurately facilitate the integration of international-mindedness into their subject areas. 
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5.5 Recommendations Conclusions 

Chapter Five focused upon two main areas, consisting of pattern implications found 

within the IB Theatre Guide, and further recommendations for the IB Theatre course, Group Six 

courses, and the greater IB Diploma Program. Recommendations commenced with my proposed 

“diversified alignment” methodology, focusing on examining stakeholders’ length of association, 

educational perspectives, and cultural affiliations. Using this methodology as a working model, 

recommendations progressed through proposed partnerships, pedagogies, and related fields, 

culminating in policy recommendations specifically focusing on the creation cycle of the IB 

Theatre course and other Group Six courses. Some recommendations address needed 

adjustments; others represent a new approach entirely. While the proposed recommendations do 

not represent an exhaustive list, they serve to illustrate the IBO’s growth capacity in regards to 

diversified educational perspectives, internal processes, and cultural equality and representation 

within their program, all of which support a better cultivation of international-mindedness in its 

students. 
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Chapter Six: Research Conclusion 

6.1 Introduction 

Chapter Six will consist of a recapping of research findings, implications, and program 

recommendations for the IBO. It will commence with a restating of the research limitations, an 

initial summary of the findings of the research, followed by a recapping of the four patterns 

found in the syllabus review, their implications regarding teaching the course, and suggestions 

for how these hindrances can be avoided through either pedagogical or administrative change. 

This chapter will conclude with suggestions for future research regarding international-

mindedness and the IB Program. 

6.2 Restatement of Research Parameters  

The chosen methodology of document analysis was selected as it specifically takes into 

consideration the “policies and procedures and . . . the agenda of the organization” (Bowen 32), 

as opposed to ignoring them; these aspects were integral, rather than circumstantial to the 

research. This subsequent detailed analysis of the IB Theatre curriculum lays a foundation for 

future studies and investigations into the workings of the IB Program. 

As this specific research is not a case study into how particular students, teachers, or 

schools interpret or implement international-mindedness, the given research implications are not 

exhaustive, but rather representative of problems and issues that teachers and students may 

encounter when navigating the theatre course. Therefore, recommendations for these 

implications are representative of the quality and direction of corrective measures the IBO 

should seek to implement rather than an exhaustive list.  

This research was meant to investigate the manifestations of international-mindedness 

within the IB Theatre Program, as opposed to all Group Six courses, or the Diploma Program as 
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a whole. While some suggestions naturally address these areas as well, the primary focus of the 

research remained directed at the Theatre Program. Therefore, additional suggestions may be 

more appropriately addressed in both of these larger capacities. 

Finally, my personal proximity to international education, international theatre training, 

and my affiliation with the IBO as both an IB Theatre teacher and examiner, combined with my 

positionality as a Caucasian, non-colonized, non-marginalized person, ensures a certain degree of 

natural bias despite my best efforts at objectivity. 

6.3 Summary of the Research Findings 

A primary objective of this research was to determine how and where the term 

international-mindedness was applied and assessed in the IB Theatre Program. In doing so we 

first sought a baseline of defining international education, the field in which the IBO operates. In 

Chapter Two, Literature Review, we assessed educators’ ambiguity regarding the definition of 

international education, and their subsequent navigation of the field. We analyzed how multiple 

definitions and determined “international” factorization lay in location, student-faculty makeup, 

curriculum content, mindset, or combinations thereof. We established that the IBO uses the term 

international-mindedness to both embed and distinguish its program within the world of 

international education. In Chapter Three, we determined what international-mindedness coded 

terms would be used in our analysis, extracting them from the definition itself. We established 

that the IBO categorizes international-mindedness as applied to three parts of the program: one, 

to the entirety of the IB Diploma Program; two, to the IB Program in relation to arts and theatre 

in general; and three, in the actual IB Theatre Program, the third tier proving to be the most 

impactful regarding the actual course. This divided the definition into three distinct parts (labeled 

as Parts One, Two and Three). To greater facilitate the analysis, the Guide was also subdivided 
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into three distinctive parts (labeled as Parts I, II, and II). In Chapter Four, we analyzed where and 

with what frequency these coded terms appeared within the IB Theatre Guide, applying each 

respective part of the definition to each respective part of the Guide. 

Based on the findings of the analysis, the research determined the IBO’s definition of 

international-mindedness to place primary importance on “Analytical Skills” in the coursework 

and assessment sections. This was closely followed by “Practical Skills,” “Reflective Skills,” and 

“Theatre Content,” all displaying a reasonably similar number of occurrences in the Guide, and 

more importantly a similar ratio of appearances in coursework versus assessment sections. The 

analysis determined “Cultural Recognition’’ to be the least frequently occurring category of 

international-mindedness, displaying a strikingly small percentage of the overall occurrence, 

with just 5% total. Additionally, the ratio of “Cultural Recognition” appearances in coursework 

versus assessment does not align with the other four categories. Found references to culture 

appear twice within the international-mindedness criteria, making it an outlier of the groupings. 

All these factors combine to imply that the IB Theatre Guide creates a false emphasis of cultural 

importance and significance not currently present in the IB Theatre course. Returning to the 

parallel discourse regarding multiple interpretations of international education, this places the 

IBO’s categorization of international education, and by extension international-mindedness, as 

one pertaining to mindset, as opposed to other determinants. 

6.4 Restatement of the Four Patterns 

The analysis of the IB Theatre Guide yielded the existence of four patterns. Restated, 

they are: 

● Pattern One: the IBO’s undetermined implementation of International-mindedness. This 

ultimately translates into the IBO leaving international-mindedness criteria at the 
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discretion and responsibility of the teacher or school conducting the course.  

● Pattern Two: confusing informational repetition. This manifests in two primary ways. 

One, as an ineffective organizational system and two, and as excessive repetition of IBO 

key phrases within the IB Theatre Guide leading to complications in effectively 

implementing international-mindedness. 

● Pattern Three: contradictory definitions. This concerns the use of language and ambiguity 

surrounding certain international-mindedness components and ultimately results in 

certain international-mindedness criteria having no fixed definition. 

● Pattern Four: false emphasis. This pattern potentially has the greatest implication within 

the IB Theatre Guide and ultimately results in the appearance of specific international-

mindedness criteria appearing to hold a greater significance than is currently present. The 

most prominent example of pattern four is IBO’s false emphasis of meaningful 

incorporation of culture, cultural diversity, and cultural interaction in the IB Theatre 

course. 

6.5 Restatement of the Four Patterns’ Implications 

The four patterns listed above create a variety of implications when implementing the IB 

Theatre Guide, and therefore, the course. A total of seventeen implications were found to 

potentially affect teaching and learning in the Guide. These implications impact the 

implementation of international-mindedness in the following areas: 

• Teacher instruction 

• Teacher training 

• Misalignment between coursework and assessment  

• General program structure 
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• Student learning outcomes 

• Homogenization across the DP courses 

• Misinterpretation of culture and diversity 

Based upon the language and structuring of the IB Theatre Guide, the seventeen implications 

impact course creation and instruction. Other implications also may occur based upon the 

individual teacher’s chosen pedagogy, which is not prescribed by the IBO. 

6.6 Restatement of Recommendations 

6.6.1 Recommendations for the Current Course 

 The recommendations for the IB Theatre Guide comprise two parts. The first addresses 

correcting the four patterns present in the current Guide and their corresponding amassed 

implications. 

 Pattern One recommendations addressed the IBO taking responsibility for international-

mindedness implementation in its Theatre course. This is suggested through defining diversity 

parameters and creating specific content guidelines for instructors, similar to those seen in the IB 

Visual Arts course. Additional suggestions included reworking an existing IB instructor form 

(6/TCAF) to include teacher comments on the diversity of a student’s chosen materials for their 

assessments; and urging the IBO to require that all IB course instructors be trained theatre 

teachers, promoting both the hiring of trained professionals, and the expansion of the overall IB 

Theatre course worldwide. Finally, making Group 6 courses mandatory in the IB Diploma 

Program is also recommended. 

Pattern Two recommendations concerned the IBO streamlining its Guide information. 

This included more closely examining which sections of the Guide contained generalized versus 

program-specific information, concentrating on the latter. In doing so, the IBO should assign the 



205 

Guide creators, i.e., the subject curriculum managers, full authority over content. The IBO 

should allow each assessment to be structured in a way that best suits the explanation of the 

project, versus a uniform model that applies to all assessments regardless of their projected 

learning outcomes. 

Pattern Three recommendations addressed the need to solidify Guide and course terms. 

This includes terms such as “diversity” and “wide variety.” Another recommendation for the 

IBO included reducing the number of learner and course claims made within the Guide to more 

reasonably manage and monitor the projected learning outcomes of students. Finally, I 

recommended that the IBO reexamine the voice and perspective of the Guide to be more 

inclusive of all cultures. 

Pattern Four recommendations concerned addressing the Guide’s false emphasis of 

cultural recognition or appreciation and expanding meaningful cultural interactions and 

diversifications in the IB Theatre Program. These recommendations largely interfaced with those 

made for patterns one and three. These included providing diversified content for teachers, and 

ensuring this included a variety of world regional representation. The recommendations also 

address expanding the assessment criteria to include a wider variety of theatre, especially 

underfunded or underdeveloped local options. This requires changing the language of many of 

the assessment criteria to be more inclusive, and reflects the recommendations made in pattern 

three. It was also recommended that the IBO reexamine the Theatre Teacher Support Materials 

to be more easily accessible within the Guide, and include more diversified examples with an 

emphasis on Indigenous or underrepresented playwrights, theatre theorists, and theatre 

practitioners. Another recommendation included reexamining the assessment criteria to create a 

more meaningful student interaction with culture and more equally balance “Cultural 
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Recognition” as an international-mindedness criterion in the Theatre Program. Finally, it was 

recommended that the IBO include a bibliography in this and all course Guides. 

6.6.2 Recommendations for Future Courses, Group Six and the IB Diploma Program  

Recommendations for future areas of growth for the IBO aligned and complemented 

those suggestions made for the current course. I proposed these series of suggestions as a 

“diversified alignment,” which would both diversify the current content of the IB Program, and 

cohesively align with the IBO’s embedded educational philosophies. The recommendations 

varyingly addressed the IB Theatre Course (Course), the entire Group Six (Group), and the entire 

Diploma Program (Program). The recommendations progressed through proposed partnerships, 

pedagogies, related fields, and IBO policy changes. 

 Suggested partnerships commenced with a customized methodology to illustrate the 

proposed “diversified alignment.” This methodology was tested on the IBO’s current relationship 

with the theatre company ISTA, and a proposed relationship with IDEA, an alternative 

international theatre company. The methodology proved that the alternative relationship 

provided more diversified alignment than the current partnership, and justified the need for the 

IBO to reexamine current status quos. Following the testing of the methodology, other 

partnership recommendations included partnering with smaller, more locally-based theatre 

companies to facilitate more locally produced content. Also, recommendations included that 

Indigenous theatre makers not affiliated with a particular company be sought out. Other 

partnerships included a recommended collaboration with the Gay-Straight Alliance, Lead 

Inclusion, Girl Up, and The Diversity Collaborative, for their focus on representing marginalized 

or underrepresented individuals, particularly in a school setting. 

 Recommended pedagogies included a focus on those that destabilize the original power 
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balance between the student and teacher and question colonialist attitudes in formalized 

education, as established in the IB Program. Recommendations included incorporating critical 

pedagogy into classroom instruction. Due to the predominant exclusion of specific cultures, 

recommendations for IBO administrators included seeking out and dialoguing with a series of 

Indigenous educators known for their expertise in postcolonial and Indigenous pedagogies. The 

recommendations of scholars and organizations Linda Tuhiwai Smith, Marie Battiste, Gregory 

A. Cajete, and Noelani Goodyear-Ka‘ōpua, and the “Organisation to Decolonise International 

Schools” is not exhaustive but rather representational of the rich diversity of Indigenous 

knowledge that the IBO is currently ignoring. Finally, I recommended using place-based 

pedagogies to further facilitate the IBO’s attempt at incorporating local content. 

 Recommendations for related field studies concentrated on those fields which further 

enhanced the existing recommendations. This included the IBO investigating queer, critical race, 

and feminist theory. These recommendations were coupled with previously made 

recommendations; for example, queer theory supports and aligns with the Gay-Straight Alliance. 

More often, the related field recommendations addressed multiple recommendations, as these 

field studies have natural intersectionality inherent in them. 

 Finally, recommendations for IBO policy changes addressed policies expressly related to 

the research, specifically the Guide’s creation process. Proposed areas to address are related to 

the use of external consultants, the internal IBO literature review, feedback from universities, 

and the committee review process. Recommendations returned to the “diversified alignment” 

methodology proposed previously in the chapter, and suggested adjusting IBO transparency in 

terms of revealing each entity’s length of association with the IBO, fully divulging their 

educational perspective, and qualifying and publishing the diversity present in each of these 
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processes. 

6.7 Conclusions and Future Research Suggestions 

 The IB Theatre Program is an accomplished and complex course not easily deciphered or 

compartmentalized. This rich program offers as many challenges as it does opportunities for both 

its teachers and students, making a straightforward summary of the Guide and its potential 

impact implausible. This study was not meant to pass moralistic judgment on the IBO, but rather 

to distinguish precisely how the organization determines and implements international-

mindedness within its DP Theatre course and further enriches its student body. 

As the IBO is a multidimensional and continuously evolving organization, further 

research into the Theatre course is warranted. As the IBO self-evaluates and evolves, the future 

areas of potential research in this field are vast. Past and future comparisons of Theatre course 

Guides would potentially illuminate further design and structural strengths and weaknesses. 

Cross-comparative studies of Theatre against other IB Art courses (Dance, Film, Music, 

Literature and Performance, Visual Art) to discern patterns through the Group Six subjects 

would be beneficial for similar reasoning. Specific case studies of individual schools in culturally 

diverse locations and an analysis of how these schools interpret and implement international-

mindedness would be both informative for the teacher and the IB Program, and thus improve 

future Guides. 

Areas of study that compare IB Theatre, or any Group Six subject, to other DP subjects, 

Groups One through Five, would also be of considerable value in determining institutional 

differences, as these appear to be many. Topical research could include investigations as to how 

and why the IB Program responded to the May 2020 assessment needs of Theatre students 
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during the COVID-19 pandemic,48 as the allocations differed across regions, and within the six 

subject groups, specifically and detrimentally in Group Six, the Arts. 

These and other potential future studies would serve to benefit the students, teachers, 

schools, parents, and all the various stakeholders of the IB Program. Research that investigates 

and challenges the current status quo ultimately results in a deeper understanding and 

interpretation of international-mindedness and its various benefits.  

 
48 See 1.3 The International Baccalaureate Organization Diploma Program, IBO, “Coronavirus outbreak FAQ”. 
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Appendix A: IB Learner Profile (IB, Learner Profile) 
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Appendix B: Educational Trends by the 1960s (IBO “History of the IB” 3) 
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Appendix C: O’Leary’s Checklist for All Textual Analysis (O’Leary) 

1. Create a list of texts to explore (e.g., population, samples, respondents, participants). 

2. Consider how texts will be accessed with attention to linguistic or cultural barriers. 

3. Acknowledge and address biases. 

4. Develop appropriate skills for research. 

5. Consider strategies for ensuring credibility. 

6. Know the data one is searching for. 

7. Consider ethical issues (e.g., confidential documents). 

8. Have a backup plan. 
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Appendix D: O’Leary’s Checklist for Document Analysis (O’Leary) 

1. Gather relevant texts. 

2. Develop an organization and management scheme. 

3. Make copies of the originals for annotation. 

4. Assess authenticity of documents. 

5. Explore document’s agenda, biases. 

6. Explore background information (e.g., tone, style, purpose). 

7. Ask questions about document (e.g., Who produced it? Why? When? Type of data?). 

8. Explore content. 

 

  



214 

 

Appendix E: IB Diploma Programme Theatre Guide: First Assessment 2016 

Available online at https://rhsib.files.wordpress.com/2015/12/theatre-guide.pdf  
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