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Abstract:   

This chapter examines the diverse and powerful uses of the arts in teaching and learning, their contribution to the scholarship and practice of management education and development, and the growing fit between arts-infused pedagogies and the learning needed for organizational and leadership effectiveness in a competitive global world. The chapter explores the arts as a time-tested pedagogy for: (1) exploring human nature and modern organizational life; (2) facilitating deep cognitive, socio-emotional, and behavioral growth; and (3) fostering creativity and the development of complex skills. It ends with caveats and suggestions for the effective use of arts-based pedagogies in management education and development.        

Artful Teaching: Using the Visual, Creative and Performing Arts 

in Contemporary Management Education

Artists speak to a different part of us, by passing the cloudy filter 

of reason and the fears and prejudices of the habitual mind. 

          Wes Nisker

In a world enriched by abundance but disrupted by the automation and 

outsourcing of white-collar work, everyone, regardless of profession, 

must cultivate an artistic sensibility. We may not all be Dali 
or Degas. But today we must all be designers.







  Daniel Pink



This chapter explores the use of the visual, creative and performing arts in management education and development.  Its purpose is two-fold: to examine both theory and practice – the why and the how – needed to appreciate the power and possibilities of management teaching strategies that employ or are fundamentally informed by artistic methods, approaches, or ways of knowing and understanding the larger world.  No single chapter can illustrate all the ways that different artistic media have or can be used to foster significant learning and skills development across the organizational and management sciences, nor the reasons for choosing among them. Rather, this chapter is intended as a creative invitation to reflect on possibilities – the array of options for using the arts in management teaching and learning, their contributions to scholarship and practice, and the growing fit between arts-based pedagogies and all that is needed for success in today’s – and tomorrow’s – competitive global world.  

The chapter is organized around four basic assertions that have been informed by learning theory, organizational best practices, and thirty years of classroom and executive teaching with the arts across sectors and nations.  Teaching activities that employ products or processes from the visual, creative and performing arts: 

1. provide a rich, multi-cultural, and time-tested instructional pedagogy that has evolved over time to reflect a growing understanding of people and organizations 
2. offer unique avenues for learning about the fundamental complexities of human nature and of modern organizational life
3. engender an openness and engagement in the learning process that facilitate deep cognitive, socio-emotional, and behavioral growth, and 

4. foster creativity and the complex skills development that are increasingly important for innovation and contemporary organizational leadership.   

Part one of this chapter examines the four assertions and provides a larger context for understanding the issues. It explores the increasingly diverse and multi-dimensional ways in which the arts, artistic sensibilities, and aesthetic ways of knowing have informed and been incorporated into management education and development; and draws on specific examples from teaching through literature and through films to illustrate key pedagogical concerns. Appreciating the power and possibilities in using the arts requires recognizing the rich – and often unacknowledged – history of influence that artistic practices, elements, and understandings have had on management pedagogy.  They have challenged the traditional logical-rational paradigm (Nissley, 2002) that has historically framed the field from its early turn-of-the-century roots in scientific management. And they have served as tacit catalysts to broaden the ontological, teleological, and epistemological foundations of the field and to expand the meaning, values, and purposes of management teaching and training. Use of the arts has evolved beyond borrowing artistic practices and metaphors – an emphasis on integrating selected arts products, approaches, and language into teaching methods to illustrate theory or encourage reflection on it – to encouraging students to immerse themselves deeply in “making art” or partnering with artists in order to foster the creativity, artistic mindsets, and aesthetic sensibilities historically associated with artists and are now essential for 21st century business success (Adler, 2006; Canton, 2007; Edwards, 2008; Pink, 2005; Seifter, 2004).  

Part two of this chapter supports educators in their ongoing work.  It contains caveats and suggestions for effectively using the arts in management learning. The chapter’s intent is to serve readers at different career stages.  For newcomers, it offers an introduction to the opportunities in using different media and ways to get started.  For seasoned veterans, it suggests resources to expand teaching options and learning outcomes. The chapter ends with a reminder of the important role of arts-based teaching for the creation of a management pedagogy of hope and imagination.      
Exploring Theory and Practice – Understanding the Issues and Options  
When power leads men towards arrogance, poetry reminds him of his limitations. 

When power narrows the areas of man's concern, 
poetry reminds him of the richness and diversity of his existence. 
When power corrupts, poetry cleanses. For art establishes 

the basic human truth which must serve as the touchstone of our judgment.    

                                       John F. Kennedy

The arts are far closer to the core of education than are the more exalted subjects. 

                                        Abraham Maslow


Management education and development practices that employ artistic methods and approaches are neither experimental nor a recent innovation. Learning through the arts has a long and proud global track record.  It encourages creativity and the developmental capacities needed to translate abstract information into innovative and actionable knowledge (e.g., Gardner, 1984, 1993, 1994a, 1994b; Jensen, 2001).  It also facilitates multi-level cognitive and socio-emotional growth that is wider and deeper than can be measured by grades or test scores (Fiske, 1999).  A brief look at selected highlights frames the use of the arts in management learning as rich, multi-cultural, and time-tested. It identifies the role of artistic thinking and practices in expanding ways of knowing, of discovering, and of defining managerial effectiveness and the training necessary for it.  It also illustrates an ongoing evolution in pedagogical strategies, methods, and options for the field.  

providing a rich, multi-cultural, and time-tested pedagogy    

The human need to express the abstract through the concrete is deeply rooted, and theater and storytelling have long been central media for learning, communication, and social development.  Storytelling is fundamental to the search for human meaning, as well as a socially economic vehicle for conveying beliefs and values, for learning from experience, and for inspiring social action (Bateson, 1995; Bennis and Levinson, 1996; Denning, 2005, 2007).  Theater – storytelling’s close cousin – is at its core a social art.  It integrates text with visual imagery and interpretive performance to frame common struggles in the collective human experience and to probe universal political, religious, social, and moral issues. At their best, theater and storytelling instruct and entertain: they offer humanity opportunities to step back and see itself across time, space, and cultures.  This role for theater has been so broad and universally understood that theater has often been used as a metaphor for life itself (Wickham 1992), and theater arts and approaches have long served as powerful hermeneutic devices for understanding another’s point of view and its origin and as sources of individual and social development.    

Ancient Greeks and Romans, for example, used drama and the literary arts to educate their citizenry, explore moral teachings, examine the human condition, and foster socialization.  The early Greeks studied leadership and organizing as none before them (Clemens and Mayer, 1999).  And classical Greek theater, poetry, and histories are creative and enduring testimonials to the strength of their contributions in understanding human nature, the delicate balance between individual freedom and social order, and strategies for eliciting individual effort in service to community goals.  The Greeks intuitively knew what contemporary research on social movements has proven: collective action requires a vehicle for communicating a “script” on how a populace should frame and makes sense of its world (Benford and Snow, 2000; Benford and Hunt, 1992).  The religious links in ancient Greek theater – drama and theater were an outgrowth of rites celebrating the annual festival of Dionysus (Wickham 1992) – made the choice and power of the medium as significant as the message.  


Plato even launched his own school to foster a drama-infused alternative to the lecture method of instruction – the dominant teaching strategy of the day. His famous dialogues were its foundation. Plato’s new teaching method combined structured inquiry, discussion, and case analysis with the theatrical elements of character, plot, and setting.  It built on a form of two-performer mime cultivated by the Sicilian poets Sophron and Epicharmus, whose work Plato was known to admire (Ausland, 1997).  Plato saw no reason to separate entertainment from instruction (Smith, 2001). His methods were an early form integrative learning as reflected in the contemporary teaching for understanding movement (e.g., Brandt, 1993; Wiske, 1997) – and a precursor to modern-day case teaching. Plato was not alone in recognizing the power of dramatic tension, theater arts, inquiry, and forensics for student motivation, learning, and developmental growth.  While Plato was perfecting his teaching strategies in Greece, for example, dialogue-centered education in pre-colonial Africa was in full force, combining the use of tribal legends, proverbs, character-driven myths, and riddles to test judgment, develop reasoning skills, and probe the origin of the tribe and humanity (Mazonde, 2007; Miller, 2007).  And for centuries, nations and cultures around the world have transferred values and the wisdom of elders across the generations through their music, dance, traditional crafts, and epic tales. 


Across medieval Europe, for example, minstrels, court jesters, and theater troupes spoke truth to power and used stories, plays, and analogies to teach leadership lessons – a tradition that has continued across time and culture and is reflected in the theater’s long history as “a constant source of anxiety the world over to leaders of Church and State alike” (Wickham, 1992, p. 11).  Armed with a conviction that the arts can change the world, for example, the Market Theater was established in Johannesburg in 1978 to challenge apartheid.  The theater company staged controversial productions that kept the politically charged issues of the day before South African audiences – like exiled South African playwright Athol Fugard’s The Island set in the Robben Island prison where Nelson Mandela was being held. The company’s policies of open seating also challenged government bans on different races attending performances together without a permit. The government’s refusal to take punitive action against the artists became a visible symbol for the role of the arts in community education and for the power of non-violent resistance through artistic expression (Kansas City Repertory Theater, 2007).  


Turning to examples closer to the academic home front and the history of contemporary management education, instructional methods that draw on arts practices and mindsets have evolved in scope, purpose and medium over much of the last century. The cumulative changes have paralleled theoretical advances in our understandings of people, complexity, and organizing. They also reflect – and help us chart – important shifts in beliefs about the essential nature and purpose of management education, core curricular content, the focus of student learning, and appropriate paths to success. The arts – and not just the sciences – have been an essential partner for management pedagogy throughout its history and an important vehicle for staying true to the field’s core mission: preparing people for effective professional practice.               


In the 1920s, for example, faculty at the Harvard Business School (HBS) pioneered the instructional use of stories – they called them cases – to anchor theory in practice. Cases were revolutionary in their early days, offering students opportunity to immerse themselves in real world problems for a “what if” experience: assume the role of key actors in a situation and play out alternative versions of the original drama. Although the case teaching method was not invented at Harvard – Barnes, Christensen and Hansen (1995) remind us of Talmudic traditions – the pedagogy is closely identified with the university. In 1870, Christopher Columbus Langdell experimented at Harvard Law School with teaching through discussion of court cases and legal documents. He later made case teaching and the Socratic method the school’s standard pedagogy when he became its dean (Eliot, 1920). Langdell’s successor, James Ames, completed his work and is widely regarded as the scholar who perfected the case method of instruction (Griswold, 2007).  HBS faculty drew on the experiences of their law faculty colleagues in adapting the case method for business education.     


HBS cases were initially developed to emphasize decision making and the integrated nature of learning. Instructors do students a disservice, the HBS logic went, when they separate knowledge acquisition from application and make learning a two-step process – acquire information and then return to it later to explore how (and if) it can be applied.  Over time, however, additional benefits became obvious – enhanced communication skills, creativity, self-confidence, risk taking, and comfort with action in the face of ambiguity. "The case method of teaching and the HBS legacy of success in entrepreneurship are inseparable," notes Jeffrey Cruikshank (2007). "The curriculum is constantly refreshed with stories about problems that demand an action from the students – they learn to think like entrepreneurs. Here's the problem, you define the problem, but that's not enough: What are you going to do about it and how?"  


Early cases were simple workplace stories. Today’s cases are more like good dramas with clear plot lines, integrated narratives, and detailed background information. Many are written with an omniscient narration style that enables readers to see into the reasoning and internal reactions of key players, and are infused with dramatic tension – often ending with a “cliff hanger” to bring students emotionally into the scenario. Many are part of a sequence that explores different facets and stages of resolution in a complex situation.  In the 1980's, the Hartwick Institute (2007) launched efforts to facilitate the use of great works of literature, history, philosophy and poetry from various cultural traditions in management teaching: a wide variety of excerpts were organized by management topic, made available in single case formats like those available through other business case clearing houses, and supported by teaching notes for instructors. Multimedia and video cases (e.g., Higgins, 2007) followed with advances in technology that took the pedagogy into the visual age and well beyond its early roots.  

The 1930s saw the focus of business education shift to an emphasis on the development of a managerial persona and public speaking skills with the impact of Dale Carnegie (1936) and others. Voice training, attention to image and managerial presence, and opportunities to rehearse the manager’s role – learning to praise, to use tact, to encourage others to believe your idea is their own, and to become what William Whyte (1956) would later critique as the quintessential “organizational man” – became important. The Carnegie period sowed seeds for a new view of managerial success and of the preparation needed for it.  Professional effectiveness now included skilled performance in the theater of work life – how well managers understood and played their roles – and management itself was now on the road to becoming “a performing art” (Vaill, 1989).  The Carnegie period anchored theater arts training techniques into management and leadership development and led to decades of interest in how to encourage and assess skilled performance, role effectiveness, and the presentation of self at work. Carnegie’s classic How to Win Friends and Influence People (1936) is still the all time, best-selling management book: it has been in print for seventy years and sold more than ten million copies.   

The 1940s was a fertile period for instructional innovation, and management education benefited from advances by the military in the area of simulated learning environments and context-specific role playing.  The "Assessment Centers," developed for the selection and training of intelligence agents during World War II, took the Carnegie era’s interests in role preparation to a higher level. The Centers focused on eliciting appropriate, improvised behavioral responses in complex, albeit simulated situations – not statements of intention or answers to “what if” questions about a case or work situation.  The Centers underscored the complexity in behaving consistently with intentions and in the face of context-specific pressures. They also emphasized the linkages among evaluation of personal competencies, skills practice, feedback on performance, and learning. Assessment Center training activities included participation in leaderless groups in vigorous outdoor settings; role-plays involving enemies, confederates, or escaped prisoners; stress interviews; and more (Bray, 2007). Center methods and their philosophical underpinnings migrated into management education after the war. They helped to anchor experiential education, context-based learning, and a focus on differentiating the skill components of managerial effectiveness.      


The human relations movement of the 1950s and 1960s took role playing, improvisation, and experiential training exercises beyond their military forms and uses and rooted them as instructional mainstays in management learning. The methods created “safe,” staged opportunities for managers to see themselves in action across a variety of situations; understand the power and implications of their choices; and thereby enhance self-awareness, decision-making, and relationship skills. The developments paralleled the birth of organization development (OD), the introduction of dramaturgical metaphors to describe work organizations into management science lexicons by sociologist Irving Goffman (1959) and others, and a wealth of new organizational theories emphasizing the human side of enterprise – the importance of fit between individual and organization; the distinction between intention and action; the human capacity for blindness in the face of incompetence; and a revised definition of professional effectiveness that rested on the principles of free and informed choice.  In this kind of professional world, expectations for managerial success shifted dramatically – as did teaching and training requirements for mastering them.  Emphasis on behavioral options and personal choice empowered managers and morphed them into proactive and collaborative professionals – partners with their organizations in co-creating workplaces that foster openness to learning and consistency among beliefs, values and actions (Argyris, 1964). Effective management teaching and learning now required attention to the development of “actionable” knowledge and authenticity.  The era also anchored the need for new and creative pedagogies to minimize human defensiveness (Argyris, 1985), maximize reflection-in-action (Schon, 1983), and engage learners in generative discovery of long-term personal value (Freire, 1970).   

 In response to that call, a wealth of arts-related teaching-learning innovations were introduced in the 1970s and 1980s.  The new methods reflected developments in organizational theory, in change management practices, and in laboratory education. They also reflected important shifts in beliefs about time, space, and organizing. The period, for example, saw growing appreciation for the socio-cultural roots of organizing in the evolution of a “symbolic perspective” on organizations.  The symbolic perspective was a theoretical construct introduced by Bolman and Deal (1978, 1984, 1995, 2003) to unify the research contributions of individuals who questioned many of the assumptions upon which previous theories of organization were based – most notably that organizational behavior is explicitly purposive and that organizations function and are structured in linear and intendedly rational ways.  While those whose work fell under the symbolic banner would not describe themselves as “symbolists,” their contributions shared important similarities (Gallos, 1982). They implicitly built on core ideas about organizational ethos introduced decades earlier in the classic work of William Whyte (1956), expanded the interdisciplinary nature of the OB theory base by incorporating ideas from fields like symbolic interactionism (Blumer, 1969) and cultural anthropology, and shared consistent philosophical underpinnings in phenomenology and the social construction of reality (Berger and Luckmann, 1972).


The core of the symbolic theory base can be traced to two primary sources.  One was a body of theory emanating from Stanford University. This included work by individuals (e.g., Leavitt, 1975; March, 1978;  Pascale, 1978) as well as coherent sets of ideas from two major research studies:  (1) a five year study of California public schools at the Stanford Center for Research and Development in Teaching (e.g., Davis et.al, 1977; Deal and Derr, 1979; Meyer and Rowen, 1977); and (2) explorations of the college presidency and decision making in higher education (e.g., Cohen and March, 1974; March and Olsen, 1976).  A second source centered on contributions from social, political, and behavioral scientists writing at the time about “ideas in good currency” (Rein and Schon, 1976). This included seminal works on organizational culture (e.g., Schein, 1985; Deal and Kennedy, 1982), as well as theories advancing organizational ambiguity, stories, symbols, and meaning systems (e.g., Clark, 1972; Edelman, 1977; Feldman and March, 1981; Kamens, 1977; Lindblom, 1974; Mintzberg, 1975; Morgan, 1980; Pfeffer, 1976; Rowe, 1974; Westerlund and Sjostrand, 1979; Weick 1976, 1978, 1980).  Work from both sources coincided with noted shifts on the larger scholarly landscape:   

1.  the incorporation of Eastern philosophies and thinking into Western conceptions of general science (e.g., Holbrook, 1981), physics (e.g., Capra, 1975), organizations (e.g., Ouchi, 1981), and health (e.g., Ohasi, 1976) 

2. greater appreciation of qualitative research methodologies within the academy (e.g., Argyris, 1980;  the special issue on qualitative methods in the Administration Science Quarterly, 24:4, 1979)

3. grassroots movements for individual and organizational transformation through balance, integration, and expanded global consciousness (e.g., Ferguson, 1980).

  
The symbolic perspective encouraged the development and use of a host of arts-based educational methods and practices to probe individual, cultural, and organizational meaning systems.  These included activities like story telling; use of myths, fables, and ethnic lore; the writing of autobiographies, personal cases, organizational histories, and ethnographies; exercises related to language use and choice, especially metaphor; creative, visual, and performing arts activities to tap into tacit knowledge of self and the world; use of literature and plays – reading, seeing, performing, or writing them – to stimulate creative problem solving and reflections on diversity and cross-cultural issues; and study of organizational artifacts to illuminate context, cultural assumptions, and the power of rituals and ceremonies. Playing-based activities using art or building materials, script writing, and scenario building to plan and “try out” the future were introduced and encouraged new perspectives toward time and learning. These methods not only asked managers to learn about and from the here-and-now, they offered opportunities to “rehearse the future” in hopes of avoiding costly errors in judgment (Schwartz, 1991).     


The practitioner world of organizational change added to the mix with its own evolving set of arts-based change strategies and with OD’s redefinition of itself as a transformational “art.” Mirvis (2006) argues that the creative, performing, and visual arts have played an increasingly important role in advancing OD thinking and global practice and have kept the field vibrant and alive in today’s multi-cultural world.  In addition, literary criticism and arts scholarship provided insights and models for assessing the nonlinear nature of complex organizational change. Artistic media, like video documentaries, performance art, or storytelling became non-traditional assessment tools themselves (Mirvis, 1980).  

OD practitioners developed a wide variety of arts methods and practices to stimulate the organizational diagnosis, reflection, and visioning needed for complex systems change.  Those included use of music and song-writing, drawing, mask-making, dance, storytelling, clowning, reflections on classical art works, sculpture, and more. The arts were also employed as metaphors to describe and explore complex system and change dynamics: transformation as a three-act drama (Tichy and Devanna, 1986), management as a performing art (Vaill, 1989), the dance of blind reflex (Oshry, 1996), the dance of power (Oshry, 1999), the dance of change (Senge et.al., 1999),  leader as conductor (Zander and Zander, 2000), leader as architect (Bolman and Deal, 2003), and organizational change as design (Cameron, 2003) to name a few.  Theater arts and storytelling methods were at the foundation of large-scale organizational interventions like Search Conferences (Weisbord and Janoff, 1995), whole system participatory experiences (Bunker and Alban, 2006), staged events to dramatize and visually illustrate the what if of organizational choices (e.g., Mirvis et.al., 2003), and multi-cultural learning journeys for global consciousness and leadership development within multinational corporations (Mirvis and Gunning, 2006; Mirvis and Ayas, 2008).  Permeable boundaries have always existed between OD and management education – sometimes the same professionals are involved in both kinds of work.  It is no surprise then that many OD arts-based interventions have been adapted for individual learning and growth, and vice versa.  

     
The 1970s and 1980s also brought recognition of the limitations of T-groups methods – the “training groups” at the core of the human relations movement – and the development of a new generation of laboratory education. The new methods relied heavily on “living theater” experiences to access truths about human systems. Barry Oshry’s power labs (Oshry, 1996, 1999; Sales, 2006), for example, immersed people in a multi-day simulated society where participants lived out their assigned role at the top, middle or bottom of a social hierarchy under conditions and with available resources and constraints similar to those experienced by individuals living daily in similar circumstances. Oshry’s simulated societies served dual purposes: they provided participants opportunities to act out social inequality and to create and test alternatives. Bolman and Deal, inspired by Oshry, designed power simulations for classroom use requiring less staging and time (Bolman and Deal, 1979; Bolman, 2007).  William Torbert created The Theater of Inquiry (1989) and mounted large scale interactive performances described as simultaneous “performance art, conceptual art, and hermeneutic art” (Torbert, 2007). The Theater invited participants to become both actor and audience in a participatory drama to “live out” inquiry into their own social roles, internal paradoxes, and life possibilities. Torbert’s Alchemist Workshops continued the same pedagogical traditions.     


Common to these kinds of activities is learning from immersion in some variation of playfulness and theater – the as if nature of the activities providing the psychological safety needed to investigate theories-in-use (Argyris and Schon, 1972) and the social freedom to experiment with new ones. Equally important for the purpose of this chapter, the activities are underpin by a philosophy of multi-level learning while making art – and signal a turning point in the history of management education from seeing the arts as metaphors and vehicles for conveying theory content to acknowledging that professionally-relevant learning can come from intense participation in them.  
fostering creativity and skills for a complex global world 

In most people's vocabularies, design means veneer. It's interior decorating.
It's the fabric of the curtains, of the sofa. But to me, nothing could be further
from the meaning of design. Design is the fundamental soul of a human-made
creation that ends up expressing itself in successive outer layers of the product or service.
               Steve Jobs

Innovation in the post-Google generation is often catalyzed by those 

who cross a conventional line so firmly drawn between the arts and the sciences.

                        David Edwards


The two decades surrounding the change to the new millennium have been characterized by a shift in the fundamental relationship between the arts and management and by a radical transformation from a focus on art as teaching method to artistry as a learning outcome. Forces outside the academy have largely propelled the changes, with four of particular note: 

1.  The increasing role of creativity and aesthetics in the economy and in contemporary lifestyles that has elevated the status of and interests in the arts across sector, ethnic, cultural, and social lines (Florida, 2005; Ray and Anderson, 2000) 

2.   The emergent body of brain research showing that engagement in the arts encourages the simultaneous development of multiple neurobiological systems and enhances complex cognitive, socio-emotional, and creative capacities (e.g., Jensen, 2001; Levitin, 2006) – exactly the capabilities identified as needed across sectors in today’s complex, global world
3.  Arts-based learning and planning projects initiated by businesses that have modeled a new partnership with the arts – and offered the academy greater license in designing more intensive arts-based approaches to management education and development, and  
4.  Growing appreciation for the spiritual side of enterprise that has continued to blur  traditional boundaries between the rational and the expressive in the workplace.      
These shifts parallel theorizing by management scholars on complexity, the emergent nature of organizations, and the positive organizational sciences – all of which adds weight to the calls for new leaders who know how to foster creativity, respect artistry, and “attract” existing system energy and interests to new visions and possibilities (Hatch, 1997; Hatch, Kostera, and Kozminski, 2005).  

Scholars have long described leading and managing as an art (e.g., De Pree, 2004; Morgan, Harkins, and Goldsmith, 2004; Senge, 2006; Townsend and Gebhardt, 1999; Vaill, 1989).  The term art, however, has been used largely as a default  descriptor reflecting the complex social nature of leading and managing that makes both hard to define and enact as a normal science (Kuhn, 1996) – if leading and managing aren’t science, then they must be art. The demands of global commerce, however, have asked contemporary scholars and educators to take the art in the art of managing more seriously.    


Constant turnover in the production and consumption of goods in the world-wide market economy has increased the scope and pace of change, the need for capable leaders to manage it, and the pressures to innovate (Canton, 2007; Pink, 2005).  In such an environment, continuous improvement – the 20th century business strategy of incrementally advancing existing products and processes – is insufficient.  Inventing the next “new new thing” (Lewis, 1999) now drives success – or failure if the advance comes from a current competitor or a newcomer to the field.  Innovation is an artistic design task, not an administrative or analytical function; and it draws on a willingness to look beyond the conventional, inventiveness, and creative imagination historically seen as the primary domain and competencies of practicing artists (Adler, 2006).  A session on global competitiveness at the 2004 Davos World Economic Forum framed well the challenge to contemporary educators: if creativity is highly valued in business and there are no easy ways to teach it, then “how can the use of artistic competencies and communication forms contribute to organizational change and new product development?” and “what can business leaders learn from artists?”
    

The questions propose a new kind of pedagogical partnership between the arts and the management sciences and reflect the emerging reality that today’s complex problems beg for increasingly creative solutions. The scientist and the artist may seem like strange bedfellows in complex problem-solving; however, their complementary approaches to truth and understanding – scientists embrace the proven and peer-reviewed, artists seek the original and untried – offer opportunities for deep “crossover learning” that can spark innovation, curiosity, and the courage to tackle and resolve tough social, cultural, political, and technological challenges (Edwards, 2008).  For management educators, this translates into pedagogical practices that enable students to: (1) engage in art making and deep art experiences in order to learn the creative thinking, aesthetic sensibilities, and mindsets of an artist; (2) partner on projects with artists who can challenge the assumptions and problem-solving approaches implicit in traditional management theory and practice; or (3) do both.  Wider societal forces even predispose students to embrace these opportunities. 


Technology and the knowledge economy have propelled the rise of a creative class – people in diverse fields who “create” for a living.  In the United States, Richard Florida (2002) estimates that 38 million people across sectors and industries live and work in many of the same ways that have historically defined the artist’s life – and that this percentage of the workforce has doubled since 1980. Studies of Generation Y (e.g., Chester, 2002; Martin, 2007) and of the growing number of individuals embracing a “cultural creatives” lifestyle (Ray and Anderson, 2000) confirm the trend will continue.   


Time, space, professional development, collegiality, motivation, and the meaning of work have changed for the creative class and for their more aesthetically-inclined cousins – as have leisure and lifestyle choices that impact the economy and larger cultural ethos.  To appreciate the magnitude of the shifts, for example, contrast the corporate culture, jobs, work life, and workers at IBM in the 1960s to the same at Google today. “The Top Ten Reasons to Work At Google” and the company’s on-line worklife video (Google, 2007) speak volumes about wedding artistry and productivity.  So does the rebirth of Apple under the creative leadership of Steve Jobs and through its “sexy” designs for products like the iPod and iPhone that create “passionate” users (Young, 2005).  

Competitive advantage for 21st century organizations rests in their ability to finish strong in the new global race for talent (Florida, 2005): to attract, develop and retain “creative human capital” who in turn can innovate and differentiate a company’s products and services from those of its competitors.  In such a world, boundaries have shifted in defining experiences relevant for business success (Seifter and Buswick, 2005; Seifter, 2004). Artistic processes and mindsets, partnerships with artists, arts-based pedagogies and planning activities, and arts-infused corporate cultures now easily fall within the new boundaries.  Bob Lutz, the hard-hitting, tough negotiating, cigar smoking, ex-marine fighter pilot signaled a new day when as Chairman of General Motors North America he publicly defined the GM mission as art – “I see us being in the art business. Art, entertainment, and mobile sculpture which, coincidently, also happens to provide transportation” (Hakim, 2001).  

In addition, increasing global prosperity and the proliferation of affordable goods and services have altered social, cultural, and economic life around the world in ways never seen before (Prahalad, 2006; Pink, 2005).  The result is a shift from lifestyles largely focused on survival to ones involving expanded consumer choices – choices that are increasingly driven by intangibles like novelty, artistic appeal, and emotional “added value.”        


Aesthetics is also becoming more prominent relative to other goods. When we decide how next to spend our time or money, considering what we already have and the costs and benefits of various alternatives, "look and feel" is likely to top our list. We don't want more food, or even more restaurant meals – we're already maxed out. Instead, we want tastier, more interesting food in an appealing environment. It's a move from physical quantity to intangible, emotional quality.  (Postrel, 2007). 

A parallel rise in respect for the spiritual side of enterprise adds support for expanding traditional boundaries in the business world. The workplace spirituality movement itself emerged within the world of practice – outside the university and largely outside the central thrust of mainstream churches, temples, and synagogues (Delbecq, 2008) – to respond to yearnings for significance and contribution.  The arts have always served as an embodiment of meaning-making and a vehicle for self-discovery and expression. Bolman and Deal (1995), for example, proposed a “revolution” to cultivate spirit and soul at work – infuse poetry, literature, music, art, theater, dance, history, and philosophy into corporate culture, education, and training.  The artist’s passion, creativity, commitment, and courage to look beyond illusion offer a model for a powerful and satisfying 21st century leadership of hope, possibility, and aspiration (Adler, 2006).  


Finally, recognizing that 21st century success will require more than business as usual, an increasing number of businesses and corporations have chosen to bring artists and artistic processes into their companies. Examples are plentiful and diverse. They include activities and ongoing partnerships with poets, designers and architects, dancers, musicians, theater professionals, and visual artists (see examples in the special edition on business and the arts in the Journal of Business Strategy, 2005; as well as in Adler, 2006; Darso, 2001, 2004, 2005; Pink, 2005). Technology, globalization, and economic incentives to off-shore mundane, repetitive, or analytic tasks mean that work and work role will continue to evolve for blue collar and for white collar workers.  The future belongs to individuals who are inventive and flexible – and to the organizations that can attract, train, retain, and nurture them. We are moving beyond the information age where people have been rewarded largely for their analytic skills, warns Daniel Pink (2005), and into a conceptual age where leadership means finding new possibilities and opportunities from within the competitive crunch.  Skills for the conceptual age include capacities for   

1. Design – how to wed function with strong aesthetics 

2. Storytelling – how to influence through compelling narrative, not simple data

3. Creating symphony – how to combine distinctive elements into an innovative whole

4. Empathy – how to inform logic with an understanding of human nature and needs  

5. Play  – how to embrace humor, lightheartedness, and the creative potential in joyful experimentation  

6. Making meaning – how to look beyond accumulation and the acquisition of things and fact for significance, contribution, and spiritual fulfillment.   

According to the editors of the Harvard Business Review, top corporations are now recruiting at arts and design schools, and the Master in Fine Arts degree is on the road to fast becoming the new MBA (HBR Editors, 2004).  Bottom-line, contemporary management education serves its students well when it teaches them how to act and work like artists (Austin and Devin, 2003).  


A number of leading business schools are responding: Harvard, Wharton, MIT, INSEAD, University of Chicago, Stanford, Oxford, Cranfield, and Copenhagen to name a few.  As in industry, university approaches vary. INSEAD, for example, partners with the Art Center College of Design in Pasadena, California to foster the development of a “design mentality” and service skills for its graduates (Nussbaum and Tiplady, 2007).  MIT focuses on acting and performance (Flaherty, 2002). University of Chicago business students write, produce, and showcase a film, while Cranfield students immerse themselves in Shakespeare (Adler, 2006).  Wharton partners with the world-renown Pilobolus Dance Company. A required part of its MBA curriculum has leaders-in-training learning through avant-garde dance and choreography (Pilobolus, 2007). Harvard and Stanford business schools seek to build leadership character through literature. Both have done so for more than twenty years (Badaracco, 2006; March & Weil, 2005; Sucher, 2007a, 2007b).   

exploring the complexities of human nature and organizational life: using literature 
Literature is an extension of life not only horizontally, bringing the reader 

into contact with events or locations or persons or problems he or she has not 

otherwise met, but also, so to speak, vertically, giving the reader experience 

that is deeper, sharper, and more precise than much of what takes place in life. 

                        Martha Nussbaum
 

Art .. . . is, before all, to make you see. 

                  Joseph Conrad
 


The brief historical review reminds educators that a variety of artistic forms have been employed in educating professionals across centuries and cultures. The use of literature remains a mainstay – and for good reason. Good fiction, Annie Dillard (1982) concludes, reveals more about the world, human nature, and modern thinking than the academic sciences and the other art forms combined.  Fiction is “a subtle pedagogy” that deals deeply and solely with the human experience (Dillard, 1982, p.155).  Writers paint with words that reflect the world as we know it – culture, nature, feelings, behaviors, and ideas. They describe that world with focus and precision.  And as we read their descriptions word by word, we slow life down: study it and our reactions to it.  Literature also lets us view events from multiple perspectives – our own , the writer’s, and the various characters in the story or play – increasing our understandings of human diversity; the impact of time, culture, and experience; and the frames of reference we use to make sense of all that. 


Fiction, asserts Dillard, “traffics in understanding” (1982, p. 163) – and understanding one’s internal and external worlds is at the heart of effective management. The major challenges of work life – understanding others in context, motivating and influencing, managing enduring differences, recognizing the roots of competing interests and conflicts, generating productive alternatives to complex problems, and the list goes on – “are echoes of critical issues of life more generally,” asserts James G. March, the distinguished organizational theorist who taught a popular, literature-based leadership course at the Stanford Graduate School of Business from 1980 until his retirement in 1995 (March and Weil, 2005, p. 1).  Professional effectiveness in a fast-paced, global world requires deep thinking about self and others in context, about enduring differences, and about the dynamics of an ever-shifting organizational landscape. Good management education provides opportunities to develop those multi-level diagnostic skills. Literature is a perfect vehicle, asserts March (March and Weil, 2005), to lay out the “grand dilemmas” of human existence in an accessible form and to invite students to compare their solutions to those of others. 


The health sciences, for example, have a long and broad history of encouraging the use of literature – the reading and writing of it – for professional development and renewal: the medical humanities are a well-established curricular tradition in medical education.  Robert Coles (1989) asserts that fiction and storytelling powerfully deepen the inner life of those who work on life’s interpersonal boundaries.  They offer insights into the role of learning and growth in disappointment and suffering, historical perspectives on the meaning of care and service, and more.  Coles and Testa (2002), for example, created an anthology of literary works for health care professionals to explore the ethical and procedural dilemmas that flow from major scientific advances and changes in medicine. Literature nurtures skills in observation, analysis, diagnosis, empathy, and self-reflection – capacities essential for professional effectiveness in any field.  It also provides outlets to channel work-related stress and emotions – as necessary for managers and leaders as for clinical caregivers (Frost, 2003).  Literary giants like William Carlos Williams, Anton Checkhov, W. Somerset Maugham, and John Keats were all physicians.  Prestigious medical journals like the Journal of the American Medical Association, Lancet and Annals of Internal Medicine regularly publish literary works by practicing physicians, and many health care clinicians are also published poets (e.g., Breedlove, 1998; Campo, 1994, 1996).      


Finally, literature offers a powerful , behind-the-scenes look into organizational life in all its complexities. The increasing demands of modern life challenge adult developmental capacities, concludes psychologist Robert Kegan (1998), and we are all literally “in over our heads” as we sort through life’s demands with cognitive and socio-emotional capacities and strategies learned for a simpler time.  In today’s complex world, we do students a disservice as management educators when we convey the illusion of simplicity or control with models and theories that portray the workplace as linear, rational, neat, and tidy.  Human nature is complicated, and social processes like leadership and management are steeped in ambiguity and choice.  Good literature acknowledges that and plays out human struggles in their fullness.  


Use of literature also embraces the interdisciplinary imperative at the heart of effective leadership.  It “emancipates” a pluralistic field, concludes William Howe (1996), from the stranglehold of narrow, discipline-centered models and acknowledges that solutions to complex problems are always interdisciplinary in nature. Literary devices like character and plot invite students into the middle of a complicated fray and make them privy to information, thoughts, and reasoning processes – perspectives hard to find in business books and texts.  Leadership and management always seem simpler when viewed from the outside. Internal struggles, confusion, ambiguity, and doubts of the soul, however, are par for the course (Delbecq, 2008). Leadership looks more like the gritty and human process that it is – and less glamorous and heroic – when seen through the difficult choices of compelling characters in action.  


As an example, “The Secret Sharer”
 by Joseph Conrad offers a powerful portrait of leadership development from the inside out. Readers are privy to the inner struggles of a young sea captain seeking to understand what he must do to rise to the leadership challenge. When used with graduate students at a large public university, the students easily find parallels between the captain’s leadership struggles and their own – and the captain’s framing of his fears and challenges gives students language and a comfortable entry point to talk about their own.  Like many of the students, the captain has technical know-how – training from a top seafaring academy and solid experience as first mate on comparable vessels – but is untested in translating all that into action.  At the helm for the first time, he is surprised by what he finds – and finds out about himself.  Leading is a lot harder than expected: followers must be earned, the pace of the work is fast and steady, decisions are often made in the face of ambiguity, and mistakes can be costly to the leader and the entire enterprise.  Leadership is lonely work – and Conrad’s straight-forward prose enables students to “feel” this and to see its impact on the captain’s decisions. By the end of the story and class activities connected to it, students understand cognitively and emotionally that leadership engages mind, heart, body, and soul – and that even the most prepared are never fully certain they will succeed until tested.   


Conrad’s story, however, is hopeful and infused with undertones of compassion for the captain which enables the students to recognize that effective leaders need patience, persistence, and support to serve others and their organizations well. The captain faces his vulnerabilities head on. He embraces self-reflection, accepts his limitations, and digs deep to find inner strength. He finds a confidant, albeit a controversial partner, to build his courage. He builds skills as a reflective practitioner (Schon, 1983) – a hard concept for many students to grasp without seeing it in practice – and learns by examining his impact on those around him. By the story’s end, the captain feels ready to take the helm – self-aware, confident, and humble. By talking about the captain – and themselves in the process – students move a step forward themselves. They are empowered by the contemporary parallels in a story set almost a century ago, are excited by new insights into leadership and themselves, and learn a model for using literature in their ongoing learning and development.  This happens even for students who have limited background in the humanities and for those who are not regular readers of fiction. Comments from course evaluations include statements like: 


“Loved the literature!  Awesome.”     


“When we started the course, I couldn’t figure out why we were reading stories and plays but when we started discussing them, I saw things that I never would have from a textbook.”


“Every week I’d do the reading and the written assignment, sure that I had nailed the story.  Then we’d discuss it in class and I’d see things totally different. Every week I went home smarter than when I came.”   

“I want to go back and read all the things I read in high school and college that never meant much to me then. I just never got it before.”  


Conrad’s story is short in length but rich enough for exploring a host of issues beyond those already mentioned: the meaning of leadership character and resolve, leader as facilitator of adaptive change (Heifetz, 1994), leadership passages (e.g., Dotlich, et.al., 2008; Bennis and Thomas, 2002), decision making under stress, healthy followership, power and influence, integrity, organizational justice, inner spiritual growth, balancing personal needs and a larger common good, and more.  And it is, of course, only one literature choice for exploring any of the above issues – or many others. 


There are resources available to build both instructor confidence in using literature and a list of relevant readings. Howe (1996) examines the liberating nature of literature for leadership education with examples from plays, poems, and fiction. Coles (1989) and Clemens and Mayer (1999) discuss the larger issues in using literature and suggest specific works. Coles and Testa’s (2002) anthology contains pieces useful for discussing professional development, managerial, and leadership concerns.  In fact, it was Robert Coles who introduced literature-based teaching to the Harvard Business School in the 1980s through his work across Harvard professional schools – law, architecture, education, divinity, design, and government – to promote professional development through stories and storytelling (Sucher, 2007b).         


Other options include volumes in which experienced faculty discuss their literature-based courses. These are triple wins: a course design, reading suggestions, and teaching strategies. James March outlines his Stanford course in On Leadership (March and Weil, 2005) and discusses use of Shakespeare’s Othello, Shaw’s Saint Joan, Tolstoy’s War and Peace, and Cervantes’s Don Quixote. Joseph Badaracco (2006) and Sandra Sucher (2007a) explore their versions of the Harvard Business School leadership course. Sucher (2007b) has also created a student text that contains background information, prework, and assignments – a good learning resource for instructors too. The Hartwick Humanities in Management Institute (Hartwick, 2007) makes excerpts from larger works easy to identify and use. Teaching notes include management themes, teaching strategies, discussion questions, social and historical background, relevant management and leadership theories, and a short bibliography.    

fostering openness, engagement in learning, and skills development: using films and video  

No art passes our conscience in the way film does and 
goes directly to our feelings, deep down into the dark rooms of our souls.

    Ingrid Bergman

 Of all of our inventions for mass communication, pictures still 

speak the most universally understood language.

Walt Disney 


The chapter’s fourth proposition asserts that teaching with and through the arts engenders openness and engagement that facilitate deep learning and growth. No practice illustrates this better than teaching with films and video, and the general principles and caveats for doing that effectively apply to the other arts media as well.  For more than a quarter century, films and video have been a mainstay in management learning, and the progression in use and impact parallels advances in technology (Champoux, 1999).  The 1970s, for example, saw the constraints of film reels, cumbersome projectors, and movie options largely limited to training and educational media (Smith, 1973).  The 1980s brought the video cassette recorder (VCR), the proliferation of easily available feature films, simple advances like rewind and fast forward for selecting film segments, and the capacity to “tape” commercial television as a way to garner timely and diverse material. Digital video disks (DVD’s) improved quality and fidelity, saved tedious tape queuing and rewinding, and replaced bulky and breakable cassettes. By the 1990s, films and movie segments were a staple in university and corporate instruction (Lacho, Herring, Hartman 1991; Lee, 1987).  Today, Pod casting, You-Tube, and other online technologies add to the ease with which films and video can be identified, shared, and viewed.  In addition, advances in digital cameras and editing software have increased options for student filmmaking – from short segments that illustrate concepts to larger film projects, like those at the University of Chicago Graduate School of Business (Adler, 2006), that add the learning benefits from art making to the mix.    

With the evolution of technology came growing recognition that film and video work well with different student learning styles. The visual nature of the media adds a feel of reality to instruction through concrete and visual portraits of abstract concepts; it also enables people to see the application of ideas or strategies across situations (Champoux, 1999). Research tells us that people learn abstract, unusual, or new concepts more easily when they are presented to them in both verbal and visual forms (Solomon, 1979a, 1979b, 1983) – and by extension when they present them through a film project to others. And like engagement with other visual arts, viewing films – or making them – enhance perception, cognition, emotional and cultural awareness, and an appreciation of aesthetics – all of which are relevant for the classroom and beyond (Jensen, 2001).  
There are a host of reasons why movies and films engage students – excitement in connecting to a popular film or already known commodity, anticipated pleasure in seeing a clip or its actors, curiosity about the film choice or its intended use, opportunity to see another’s visual interpretation of a book or lesson, or maybe simple contrast in the media use to regular teaching modes. The elevated levels of engagement lead to increased attention and interest in learning, knowledge acquisition and integration, and skills development (Marx and Frost, 1998). This is especially true for media-savvy students who have grown up in technologically rich and media intensive environments (Gioia and Brass, 1985-1986).
Teaching well with film segments requires attention to distinctive features in the learning process.  Movies, for example, offer simultaneous visuals imagery and sound that move along at a predetermined pace. In contrast, printed matter allows readers to return to material that is confusing, reread content with which they have low familiarity, and skim familiar information.  Readers, therefore, tacitly control their own pace and approach to learning, both avoiding boredom and choosing the right balance for themselves to master confusing, new, or dense material (Shebilske and Reid 1979).  Since films are continuous – unless stopped by the instructor or by the student if he or she is watching alone – learning can only occur if there is a “window of cognitive engagement” (Kozma, 1991). That is most apt to happen when lesson content is at an intermediate level of difficulty for the learner – both overly simple and highly complex content will lead to lower rates of attention and, as a result, reduced comprehension (Huston and Wright, 1983).  All this suggests special attention in preparing students to view a film and in choosing video clips. Hooper and Hannafin (1991) call this attending to “orienting functions” and identify two specific types: (1) a cognitive orienting function where learners are prepared to view a film by being asked to focus on key points or ideas; and (2) an affective orienting function where instructors select film segments to create strong emotional responses and thereby motivate interest in and recall of the larger teaching points. 

Educators have long been concerned with achieving appropriate levels of mental effort and concentration for learning, and this becomes especially important when using video. People used to watching television for relaxation and entertainment invest less mental effort in viewing a learning video than in learning from print medium (Cennamo, 1993;  Solomon, 1983).  However, simple instructions to watch for a certain idea or concept – Hooper and Hannafin’s cognitive orienting – lead to greater mental effort and higher achievement scores when compared to students instructed to view the same segment for enjoyment (Solomon and Leigh, 1984).  Familiar scenes from popular films or television just “go down easy” with students of all ages (Marx and Frost, 1998).  They launch difficult discussions; enhance analytical, diagnostic, and critical thinking skills; and create “sticky” learning – visual metaphors of organizational dynamics that are etched in student minds. Bottom-line, strong cognitive orienting activities combined with the affective arousal of a carefully chosen film increase student comprehension and motivation to learn. A closer look at the use of one feature film, A Beautiful Mind, illustrates how and why. 

The movie features Russell Crowe as MIT math professor John Nash and Jennifer Connelly as his student. Crow’s character is mathematically gifted but interpersonally challenged and plagued with bouts of psychosis. Connelly’s character is smart in mathematics and in life. A possible teaching scene begins with Nash being reminded by his office mates that he will teach his first college class shortly. Without preparation, Nash rushes into the classroom. He is greeted by a noisy jackhammer outside the open classroom window.  Despite hot weather and student pleas, he shuts the window.  Nash then throws the assigned text in the wastebasket and turns to write complex math equations on the blackboard.  While writing he mutters, “Personally, I think this class will be a waste of your and, what is infinitely worse, my time.”  

Suddenly, the Connelly character stands up. She makes eye contact with the professor and opens the window. She hails the foreman with a friendly “Excuse me” and explains that it is hot with the windows closed but noisy with them open. She gingerly suggests that the workers might take a short break until class is over. The foreman smiles and adjourns the group for lunch. Connelly returns to her seat. Crowe acknowledges her intervention in math terms: “As you will find in multivariate calculus, there is often a number of solutions to any given problem.” 

The scene lasts two minutes, but contains an abundance of verbal and non-verbal behaviors useful for exploring a concept like emotional intelligence [EI].  Since research shows that learning from films require multiple activities that reinforce the central learning goals (Marx and Meisel, 2006), a possible design for using the clip – and a model for others of an instructor’s choice – might include the following.    

1. State the central learning goal.  Begin with a brief introduction to the linkages between EI and skilled management (Goleman, Boyatsis and McKee, 2002).  

2. Provide a simple conceptual introduction to the theory.  Lay out the four domains of EI (self awareness, social awareness, self management, relationship management) and competencies for each domain (see Goleman et. al. 2002, pg. 39).  

3. Orient students with pre-viewing questions. Show the film. Lead a general discussion.  Ask students to watch the clip and assess the overall emotional intelligence of the two main characters. Because differences between characters are so stark, almost everyone can identify that the Connelly character exudes EI and Crowe’s shows little if any.  

4. Divide the class into four sub-groups and have each group view the film again with a different set of focal question.  Ask one group to view the second showing only from the domain and skill set of self awareness, a second group for social awareness, a third for self management, and the fourth group relationship management.  

5. Provide opportunity for small group discussion. Class members can count-off by threes within their assigned domain groups. Ask the new trios to discuss the attributes of both characters from the perspective of their assigned domain. 

6.  Build on the experience with other activities to extend and reinforce learning. Collect observations from a few of the trios. Ask all the trios to write out their observations on a printed worksheet and submit it for class credit. Administer an emotional intelligence self assessment questionnaire to individual students, and collect those as well. 


Variations on this design have been used in a number of teaching situations, including at the beginning of a 500 student, introductory management course at a large public university.  In the latter case, the learning activities evolved from several earlier iterations that were less than effective. Herein is the beauty and power of the arts in management education for instructor and student.  Experimentation leads to increased instructor comfort, versatility, and confidence.  Increased comfort and options bring instructor playfulness and greater willingness to fine-tune in response to different student audiences, needs, and learning styles.  Students in turn respond with “heightened learner arousal” (Hooper and Hannafin, 1991) and a different level of engagement and openness generated by the combination of surprise and pleasure in learning through enjoyment. As Plato reminded us centuries ago, learning and enjoyment need not be separated.  When used effectively, films and video enhance learning in ways unavailable through traditional pedagogies and instructional methods. 

Champoux (1999, 2001, 2003) and Clemens and Wolfe (2000) provide support and guidance for using films in management learning. Their works contain movie recommendations, as well as good beginning and end points for selected scenes, possible teaching topics, and discussion questions. Management Live!  The Video Book (Marx, Frost and Jick, 1991) is another resource – and one of the first texts designed to empower instructors to identify video segments consistent with their teaching goals, styles and values. Additional resources include scholarly articles on teaching with video such as those that explore teaching with animated films like The Lion King and Toy Story (e.g., Champoux, 2001; Comer, 2001) or that examine how to teach about complex social processes like managing diversity (Bumpus, 2005) or increasing individual capacities to reframe experience (Gallos, 1993a). The searchable Journal of Management Education (OBTS, 2007) database offers a host of articles that provide film possibilities and teaching designs.  Students themselves are also a good source: they will have suggestions or can be asked to integrate relevant film clips in class presentations or projects.  And a growing body of research and practice supports educators in organizing student filmmaking projects within courses or training programs (e.g., Kearney and Schuck 2005, 2003;  Hakkarainen and Saarelainen 2005).                  
Supporting the Efforts: Teaching Effectively with the Arts 
Art is like an ill-trained Labrador retriever that drags you out into traffic. 

Annie Dillard

I feel strongly that the visual arts are of vast and incalculable 

importance. Of course I could be prejudiced. I am a visual art. 

Kermit the Frog


Sufficient evidence and grounded experience attest to the power and contribution of arts-based pedagogies in management teaching, learning, and development. Research shows improvement in learning-related factors like motivation, enjoyment, attendance, grades, communication skills, and openness to new ideas (Fiske, 1999).  In addition, learning through deep experiences – opportunities to make art, study the art-making process with practicing artists, or work on diverse projects in collaboration with artists – encourages the development of complex skills that are highly relevant for today’s – and tomorrow’s – workforce.  

Students . . . will likely develop a willingness to imagine and explore ideas that have not existed before.  Art-making students will be willing to explore uncertainty, delaying closure or early solutions in favor of sustaining judgment and enhanced process. Students will learn alternative thinking. They’ll be more willing to explore opposing ideas, multiple perspectives, and unexpected points of view. They’ll become more compassionate about others’ feelings. They’ll appreciate better other cultures and alternative ways of thinking.  (Jensen, 2001, p. 116)

What can help management educators and trainers maximize such high quality learning and development?  This chapter concludes with suggestions and warnings to assist instructors in improving the odds of success.  It closes with a reminder as to the importance of why. 

Effective teaching with the arts shares a number of characteristics with all good teaching. Learning is strongest with tight coordination among learning goals (what instructors expect students to know at the end of a lesson), objectives (what they expect students to be able to do with the knowledge), activities (the teaching designs that best enable students to meet those goals and objectives), and assessment (how to evaluate whether the intended learning has taken place). When teaching with the arts, close attention to learning objectives and assessment is even more vital. High student energy, enjoyment, or espoused epiphanies do not necessarily mean deep understanding or clarity about how to integrate and use the new knowledge. Multiple activities that tackle different aspects of a topic in different ways and test for understanding along the way – individual and group, written and oral, large and small group, self-reflection and abstract conceptualization, general discussions and more specialized analyses, as illustrated in the A Beautiful Mind example earlier in the chapter – help and also respond to learning style differences. So does instructor clarity about the level of understanding and use of knowledge expected from students. 

Instructors have a range of options in determining student learning objectives – from simple recall or comprehension of facts through higher order learning like the sophisticated integration of the new knowledge or creation of an innovative product as a result of it.  Bloom’s classic taxonomy of learning, the six-tiered model for classifying levels of complexity in thinking and knowing, is a helpful reminder that increasingly complex learning – like that expected from many arts-based teaching activities – requires a strong foundation in the basics first.  Making a short film to demonstrate application of a complex management topic, for example, may be fun and engaging but cognitively overwhelming for students without structured activities to assist them in acquiring and integrating relevant knowledge first.  Anderson & Krathwohl (2001, pp. 67-68) lay out a framework based on Bloom’s work that can guide the design of sequential learning and assessment activities to move students work through the steps to integrated learning and toward the development of higher level thinking skills. 
· Level 1: Remembering: recalling relevant knowledge 
· Level 2: Understanding: grasping the meaning from oral, written, and visual information  

· Level 3: Applying: using information in new or concrete situations to solve problems or complete tasks  

· Level 4: Analyzing: breaking down material into parts, determining how the parts relate to one another and to an overall whole  

· Level 5: Evaluating: making judgments, comparisons, and critiques using criteria and standards  

· Level 6: Creating: putting parts and elements together to form a coherent whole; reorganizing elements into a new pattern or structure through planning or producing. 
The hierarchical nature of the framework means that higher levels of thinking and knowing – like those required, for example, in comparing, contrasting and evaluating the usefulness of multiple theories in a case situation – imply complete mastery of lower level steps and skills.        


There are numerous applications of Bloom’s taxonomy and its use: Krumme (2007) provides a list of resources and links. A guide for developing test and assessment questions for each of Bloom’s six levels is also helpful (University of Victoria Counseling Services, 2007). Resources on student-centered learning (e.g., Fink, 2003) provide additional suggestions for better aligning learning goals, objectives, activities, and assessment. 


Complex learning takes time as learners sort through the full intricacies and meaning of their experiences. This is especially true in arts-based teaching that offers opportunity for learning on multiple levels: conceptual, procedural, psychomotor, and socio-emotional. Beware the temptation to undermine the rich possibilities in the teaching medium by rushing things or by telling students what they should have learned. When using films, for example, show a short segment and leave plenty of time for activities centering on it rather than use limited class time to show the whole film. Effective arts-based teaching is always learner-centered. Its power comes from student engagement, discovery, and developmental growth – and those take time. The pace of discovery and the meaning of development also differ among learners.  


The media content or the process of engaging it, for example, can evoke strong affective responses for some learners. Management learning through the arts may be new or different enough to raise confusion or defenses: developmental capabilities influence student capacities for dealing with ambiguity and with experience-based learning (Gallos, 1993b).  Affective reactions – be they positive or negative – are all grist for the learning mill, and instructor patience and good facilitation skills are essential to make that so. Important learning may be taking place for students below the surface – and despite student protests. Learning works best when instructors have patience and “walk in their students’ shoes” – respect and link to student experiences, frame the purpose of activities in language that students understand and see as relevant, and inquire into learner reactions.  Most arts methodologies will work with most audiences; but engineers or accountants, for example, may need different orientating and processing activities for a session on collaboration with the Pilobolus dance troupe than arts administrators.  


There is messiness in complex learning: learners explore at different rates and with different interests and experiences, instructional designs that work with one group flop with another, and anyone can be closed to the learning he or she most needs (Argyris, 1991). Experimentation, flexibility, and a lighthearted spirit are foundations for successful arts-based learning – and instructors help students stay playful and open to learning and discovery when they are. As discussed, instructor planning and preparation are essential; but so are trial-and- error, risk taking, willingness to model learning, and a good sense of humor. Experimentation and experience build teacher and learner confidence. But instructors beware! Students steeped in traditional pedagogies can perceive a dichotomy between fun and learning, and that may make it hard for them to initially bring the cognitive discipline needed – another reason to include strong “cognitive orienting” with every activity (Hooper and Hannafin, 1991).  

Finally, effective teaching with the arts benefits from a variety of creative resources. The internet and technology have expanded options and ease of access. The Gutenberg Project (2007), for example, has thousands of e-books and e-short stories available for students to download, and the Gutenberg DVD and CD Projects are growing. Independent films, short subjects, documentaries, streaming videos, and other public domain media are available through sites like Google Video and elsewhere. And virtual tours of the world’s great art museums make activities like selecting a piece of art as a vehicle for self-reflection or presentation of self (e.g., Heracleous and Jacobs, 2008) a simple desktop assignment.
   

Closing Thoughts: Toward a Pedagogy of Hope and Imagination      


For more than half a century, Maxine Greene, William F. Russell Professor in the Foundations of Education emerita at Columbia University, founder and former director of the Center for Social Imagination at Teachers College, and longtime philosopher-in-residence at the Lincoln Center Institute for the Arts in Education, has advocated broadly and widely for the central role of the arts in learning across social classes, sectors, and age groups (e.g., Greene 1995a, 1995b, 1997, 2007). Her rationale has been consistent. Encounters with the arts are transformational: they engage learners and bring people in closer touch with themselves, with the world, and with new possibilities.  Imagination is an expression of the human passion for possibility – and a powerful source of hope, promise, and creative action.    


Greene (2007) reminds us what the great educational philosopher John Dewey recognized long ago. Facts, figures, and theories are “dead and repellent things” until human imagination engages them in its search for an alternative future. The arts and the humanities open the mind and the heart to facilitate that process.    
Engaged in this search, many of us turn to the several arts, not because Goya or Virginia Woolf or Toni Morrison or Mozart or Michelangelo holds solutions the sciences and the social sciences do not, but an encounter with an art form demands a particular kind of interchange or transaction between a live human consciousness and a painting, say, or a novel, or a sonata that becomes a work of art or may be realized as art depending on the reader’s or perceiver’s willingness and readiness to grasp what is being offered. And to grasp it may mean a transformation of a sort – a changed perspective, a new mode of understanding.  (2007, p.2) 

The arts and humanities must, therefore, be central to any curriculum, asserts Greene. But they are especially important in contemporary society and in a world where yesterday’s pride and certainties have given way to “endless ambiguities and negations” (2007, p. 2). The world is rapidly changing and not always in the ways that many would wish. Technology facilitates 24/7 media images and graphic reminders that many of the changes bring loss, suffering, confusion, and feelings of powerlessness.  Education through the arts encourages agency. It counters passivity and models the capacity to see, to imagine, and to hope – arouses people to look at themselves and the world through new eyes and with “consciousness of beginnings rather than closures” (Greene, 2007, p. 2).  A pedagogy of hope and imagination seems only right for management education and important in training today’s – and tomorrow’s – leaders.  In fact, they expect nothing less.         

Students tell us that they need and want experiences that engender deep and personal learning. They share a common dream at the start of each new course, Richard Light (2001,  2004) found in his multi-year research study of students at twenty five colleges in the Harvard Assessment Project. “Details vary, but the most common hope students express is that each class, by its end, will help them to become a slightly different person in some way” (2001, p. 47). Arts-based teaching provides a route to that. No pedagogy is more powerful in firing developmental growth, imagination, and hope.     

References 

Adler, N. J. (2006).  The Arts & Leadership: Now That We Can Do Anything, What Will We Do?  Academy of Management Learning & Education, 5:4, 486(499.
Anderson, L. W. and Krathwohl, D. R. (2000). A Taxonomy for Learning, Teaching and Assessing.  Boston: Allyn and Bacon.  
Argyris, C. (1964). Integrating the Individual and the Organization.  New York: Wiley. 
Argyris, C. (1980).  Inner Contradictions of Rigorous Research. New York: Academic Press. 

Argyris, C. (1985). Strategy, Change and Defensive Routines. Boston: Pitman. 
Argyris, C. (1991). Teaching Smart People How to Learn.  Harvard Business Review. Reprint 91301. 
Argyris, C. & Schon, D. (1972).  Theory in Practice: Increasing Professional Effectiveness. San Francisco: Jossey-Bass. 
Ausland, H. W. (1997). On Reading Plato Mimetically. American Journal of Philology, 118 (3), 371-416. 
Austin, R., & Devin, L. (2003).  Artful making. Upper Saddler River, NJ: Prentice Hall. 

Badaracco, J. (2006).  Questions of Character: Illuminating the Heart of Leadership through Literature.  Boston: Harvard Business School Press. 

Barnes, L. B., Christensen, C. R., & Hansen, A. (1995). Teaching and the Case Method (3rd edition).  Boston: Harvard Business School Press. 
Bateson, M. C. (1995).  Peripheral Visions: Learning along the Way. New York: Harper. 

Benford, R. D. & Hunt, S. A. (1992). Dramaturgy and Social Movements: The Social

Construction and Communication of Power. Sociological Inquiry, 62(1), 36-55.

Benford, R. D. & Snow, D. A. (2000). Framing Processes and Social Movements: An Overview

and Assessment. Annual Review of Sociology, 26, 611-639. 
Bennis, W. G. & Levinson, H. (January 1996).  The Leader as Storyteller. Harvard Business Review. Reprint # 96102.
Bennis, W. G. & O'Toole, J. (May 2005). How Business Schools Lost Their Way. Harvard

Business Review. Reprint # R0505F. 

Bennis, W. G. & Thomas, R. J. (2002). The Crucible of Leadership. Harvard Business Review,

80(9), 39-45.

Berger, P. & Luckmann, T. (1972). The Social Construction of Reality. Garden City: Doubleday. 
Blumer, H. (1969). Symbolic Interactionism: Perspective and Method. Berkeley: University of

California Press. 

Bolman, L. G. & Deal, T.E. (1978). The Symbolic Perspective on Organizations. Unpublished

manuscript, Harvard University. 

Bolman, L. G. & Deal, T. E. (1979). A Simple But Powerful Power Simulation. Exchange: The

Organizational Behavior Teaching Journal, 4, 38-42. 

Bolman, L. G. & Deal, T.E. (1984).  Modern Approaches to Understanding and Managing Organizations. San Francisco: Jossey-Bass. 
Bolman, L. G. & Deal, T.E. (1995).  Reframing Organizations. San Francisco: Jossey- Bass. 
Bolman, L. G. & Deal, T.E. (2003).  Reframing Organizations: Leadership, Artistry, and Choice. San Francisco: Jossey-Bass. 

Bolman, L.G. (2007).  Teaching Resources.  Accessed July 2, 2007 at www.leebolman.com   

Brandt, R. (1993). Teaching for Understanding: A Conversation with Howard Gardner.

Educational Leadership, 50(7), 4-7. 

Bray, D. W. (2007). Centered on Assessment. Retrieved August 14, 2007, from

http://www.assessmentcenters.org/articles/centeredonassess.asp. 

Breedlove, C. (1998). Uncharted Lines: Poems from the Journal of the American Medical Association. New York:  Ten Speed Press.

Bumpus, M. A. (2005). Using Motion Pictures to Teach Management: Refocusing the Camera

Lens Through the Infusion Approach to Diversity. Journal of Management Education,

29(6), 792-815.

Bunker, B. & Alban, B. (2006). Large Group Interventions and Dynamics. In  J. V. Gallos (ed.). Organization Development. San Francisco: Jossey-Bass.  
Cameron, K. (2003).  Organizational Transformation through Architecture and Design. Journal of Management Inquiry 12:88-92. 

Cameron, K., Dutton, J., & Quinn, R. (eds.). (2003). Positive Organizational Scholarship. San Francisco: Jossey-Bass. 

Campo, R. (1996). What the Body Told. Durham, NC:  Duke University Press.

Campo, R. (1994). The Other Man Was Me: A Voyage to the New World. New York: Arte Publico Press.
Canton, J. (2007). The Top Trends that will Reshape the World in the Next 20 Years. New York: Plume/Penguin. 

Capra, F. (1975). The Tao of Physics. New York: Bantam Books. 

Carnegie, D. (1936). How to Win Friends and Influence People. New York: Simon & Schuster. 

Cennamo, K. S. (1993). Learning from Video: Factors Influencing Learners( Preconceptions and

Invested Mental Effort, Educational Technology Research and Development, 41(3), 33-45.

Champoux, J. E. (1999). Film as a Teaching Resource. Journal of Management Inquiry, 8(2),

206-216. Retrieved March 7, 2003, from http://proquest.umi.com/pdqweb.

Champoux, J. E. (2001). Animated Films as a Teaching Resource. Journal of Management

Education, 25(1), 79-100.

Champoux, J. E. (2003). At the Movies: Organizational Behavior. Mason, OH: South-Western. 

Chester, E. (2002). Employing Generation Why? Lakewood, CO: Tucker House. 

Clark, B. (1972). The Organizational Saga in Higher Education. Administrative Science

Quarterly, 17, 178-784.

Clemens, J. & Mayer, D. (1999).  The Classic Touch: Lessons in Leadership from Homer to Hemingway.  Chicago: Contemporary Books.  

Clemens, J. & Wolfe, M. (2000). Movies to Manage by. Boston: McGraw-Hill Trade.

Cohen, M. & March J. G. (1974). Leadership and Ambiguity. New York: McGraw-Hill. 

Coles, R. (1989). The Call of Stories: Teaching and the Moral Imagination.  Boston: Houghton Mifflin.

Coles, R. & Testa, R. (2002). A Life in Medicine: A Literary Anthology. New York: The New Press. 

Comer, D. R. (2001). Not Just a Mickey Mouse Exercise: Using Disney(s The Lion King to

Teach Leadership. Journal of Management Education, 25(4), 430-436.

Conrad, J. (2007). The Secret Sharer. Retrieved March 28, 2007, from Project Gutenberg

http://www.gutenberg.org/etext/220.  

Cruikshank, J. (1987). A Delicate Experiment: The Harvard Business School 1908-1945.

Boston: Harvard Business School Press.  

Cruikshank, J. (2005). Shaping The Waves: A History Of Entrepreneurship at Harvard Business

School. Boston: Harvard Business School Press.  

Cruikshank, J. (2007). Shaping a Legacy: Cruikshank Chronicles the History of Entrepreneurship at HBS. Retrieved August 10, 2007 from http://www.hbs.edu/entrepreneurship/newbusiness/2005spring_1.html.

Darso, L. (2005). International Opportunities for Artful Learning. Journal of Business Strategy,

26(5), 58-61.
Darso, L. (2004).  Artful Creation: Learning-Tales of Arts-in-Business.  Frederiksberg, Denmark: Forlaget Samfundslitteratur.
Darso, L. (2001).  Innovation in the Making. Copenhagen, Denmark: Copenhagen Business School Press.
Davis, M. et. al. (1977). The Structure of Educational Systems. Palo Alto: Stanford Center for

Research and Development in Teaching. 

Deal, T. & Derr, B. (1979). Toward a Contingency Theory of Change in Education: Organizational Structure, Process and Symbolism. In E. King (ed.). Education for
Uncertainty. London: Sage.

Deal, T. & Kennedy, A. (1982). Corporate Culture. Reading, MA: Addison Wesley. 
Delbecq, A. (2008). Spirituality and Leadership Effectiveness: Inner Growth Matters. In J. V. Gallos. Business Leadership (2nd edition). San Francisco: Jossey-Bass. 
Denning, S. (2005).  The Leader's Guide to Storytelling: Mastering the Art and Discipline of Business Narrative. San Francisco: Jossey-Bass. 
Denning, S. (2007).  The Secret Language of Leadership: How Leaders InspireAction through Narrative.  San Francisco: Jossey-Bass. 

De Pree, M. (2004).  Leadership is an Art. New York: Currency.
Dillard, A.  (1988).  Living by Fiction.  New York: Harper. 

Donaldson, J. W. (2004). The Theater of the Greeks: A Treatise on the History And Exhibition of

the Greek Drama. Whitefish, MT: Kessinger Publishers. 

Dotlich, D. L., Noel, J. L. & Walker, N. (2008). Learning for Leadership: Failure as a Second

Chance. In J. V. Gallos. Business Leadership (2nd edition). San Francisco: Jossey-Bass. 

Edelman, M. (1977). The Symbolic Uses of Politics. Madison: University of Wisconsin Press.
Edwards, D. (2008). Artscience: Creativity in the Post-Goggle Generation. Boston: Harvard University Press.
Eliot, C. W. (1920). Langdell and the Law School. Harvard Law Review, 33(4), 518-525. 

Feldman, M. & March, J. (1981). Information in Organizations as Signal and Symbol.

Administrative Science Quarterly, 26(2), 186-206.

Ferguson, M. (1980). The Aquarian Conspiracy: Personal and Social Transformation in the

1980(s. Los Angeles: J. P. Tarcher.

Fink, D. L. (2003). Creating Significant Learning Experiences. San Francisco: Jossey-Bass. 

Fiske, E. (ed.). (1999). Champions of Change: The Impact of the Arts on Learning. Washington, D.C.: The Arts Education Partnership and the President(s Committee on the Arts and Humanities.   

Flaherty, J. 2002.  If They Can(t Get Jobs, There(s Summer Stock.  New York Times, Business Diary, section 3, page 4, December 15, 2002.

Florida, R. (2002).  The Rise of the Creative Class.  New York: Basic Books. 
Florida, R. (2005).  The Flight of the Creative Class: The New Global Com petition for Talent. New York: Harper Business.  
Freire, P. (1970). Pedagogy of the Oppressed. New York: Continuum Publishing. 

Frost, P.J. (2003). Toxic Emotions at Work.  Boston: Harvard Business School Press.

Gallos, J. V. (1982).  (Exploration of an Uncharted Terrain: Gender Stereotypes and Symbolic Views of Organization." Cambridge, MA: Harvard Graduate School of Education.  

Gallos, J. V. (1993a). Teaching about Reframing with Films and Videos. Journal of Management Education, 17(1), 127-132.
Gallos, J. V. (1993b). Understanding the Organizational Behavior Classroom: An Application of

Developmental Theory. Journal of Management Education, 17(4), 423-439.

Gardner, H. E. (1984). Art, Mind and Brain: A Cognitive Approach to Creativity. New York: Basic Books. 

Gardner, H. E.  (1993).  Creating Minds: An Anatomy of Creativity Seen Through the Lives of Freud, Einstein, Picasso, Stravinsky, Eliot, Graham, and Gandhi.  New York: Basic Books. 

Gardner, H. E. (1994a). The Arts and Human Development.  New York: Basic Books. 

Gardner, H. E. (1994b). Creating Minds: An Anatomy of Creativity Seen Through the Lives of

Freud, Einstein, Picasso, Stravinsky, Eliot, Graham, and Gandhi. New York: Basic Books. 

Gioia, D. & Brass, D. (1985-1986). Teaching the TV Generation: The Case for Observational

Learning. Organizational Behavior Teaching Review, 10(2), 11-18.

Goffman, E. (1959). The Presentation of Self in Everyday Life. New York: Doubleday. 

Goleman, D., Boyatzis, R., & McKee, A. (2002). Primal Leadership: Realizing the Power of

Emotional Intelligence. Boston: Harvard Business School Press.

Google. (2007). The Top Ten Reasons to Work at Google and video. Retrieved May 14, 2007,

from http://www.google.com/jobs/working.html.
Greene, M. (1995a). Releasing the Imagination: Essay on Education, the Arts, and Social Change.  San Francisco: Jossey-Bass Publishers.
Greene, M. (1995b). Art and Imagination: Reclaiming the Sense of Possibility. Phi Delta Kappan,  76:5, 378-382. Accessed December 10, 2007 at http://www.maxinegreene.org/articles.php 
Greene, M. (1997). Teaching as Possibility: A Light in Dark Times.  Journal of Pedagogy, Pluralism and Practice 1:1. Accessed December 10, 2007 at http://gayleturner.net/Maxine%20Greene.pdf 

Greene, M. (2007). Toward a Pedagogy of Thought and a Pedagogy of Imagination. Accessed December 15, 2007 at http://www.maxinegreene.org/articles.php  
Griswold, E. N. (2007). The Harvard Law Review: Glimpses of its History as Seen by an

Afficionado. Retrieved June 29, 2007, from 
http://www.harvardlawreview.org/Centennial.shtml.
Gutenberg Project (2007).  Accessed December 16, 2007 at http://www.gutenberg.org/wiki/Main_Page 
Hakkarainen, P. and Saarelainen, T. (2005). Towards Meaningful Learning through Designing, Producing and Solving Digital Video-Supported Cases with Students. In G. Richards (Ed.), Proceedings of World Conference on E-Learning in Corporate, Government, Healthcare, and Higher Education.  Chesapeake, VA: AACE (pp. 2081-2104).
Hakim, D. (2001). An Artist Invades Stodgy G.M.: Detroit Wonders if the 'Ultimate Car Guy'

Can Fit In. New York Times, October 19, 2001. Retrieved August 23, 2007, from

http://select.nytimes.com/search/restricted/article?res=F40F14F8395A0C7A8DDDA90
94D9404482.  

Hatch, M. J. (1997). Jazzing Up the Theory of Organizational Improvisation.  Advances in Strategic Management, 14, 181-191. 

Hatch, M.J., Kostera, M., & Kozminski, A. K. (2005). The Three Faces of Leadership: Manager, Artist, Priest. London: Blackwell.  

Hartwick Humanities in Management Institute. (2007). Retrieved July 10, 2007, from

http://www.hartwickinstitute.org/hhmi_faq.htm. 

Harvard Law School History Project. (2005). The Report of the Harvard Law School History

Project 2004-2005. Retrieved August 12, 2007, from http://www.law.harvard.edu/programs/pdfs/2005_HLS_History_Project.pdf

HBR Editors. (Feb 2004). Breakthrough Ideas for 2004: The HBR List. Harvard Business Review, Reprint # R0402A.

Heifetz, R.A. (1994). Leadership Without Easy Answers. Cambridge, MA:  Harvard University Press.
Heracleous, L. and Jacobs, C. D. (2008). Playing with Serious Intent: Creative Strategy and Strategic Leadership Development.  In J. V. Gallos (ed.) Business Leadership: A Jossey-Bass Reader. San Francisco: Jossey-Bass. 
Higgins, M. (2007). Building Careers Foundation Project. Harvard Business School. Retrieved

August 1, 2007, from http://www.people.hbs.edu/mhiggins/index.html. 

Holbrook, B. (1981). The Stone Monkey: An Alternative Chinese Scientific Reality. New York: 

William Morrow and Company.

Hooper, S. & Hannafin, M. J. (1991). Psychological Perspectives on Emerging Instructional

Technologies: A Critical Analysis. Educational Psychologist, 26(1), 69-95.

Howe, W. (1996). Leadership Vistas: From the Constraints of the Behavioral Sciences to

Emancipation through the Humanities. Journal of Leadership Studies, 3(2), 32-69. 
Huston, A. C. &  Wright, J. C. (1983). Children's Processing of Television: The Informative Functions of Formal Features. American Psychologist, 38, 835 843. 

Jensen, E. (2001). Arts with the Brain in Mind. Alexandria, VA: ASCD. 

JME. (2007). Access to search the Journal of Management Education archives is available

through the Organizational Behavior Teaching Society website, Retrieved August 24, 2007, from http://www.obts.org/journal-8.html. 

Kamens, D. H. (1977). Legitimizing Myths and Education Organizations: Relationship Between

Organizational Ideology and Formal Structures. American Sociological Review, 42(2), 208-219. 

Kansas City Repertory Theater (2007).  Understanding South Africa.  Dramaturgy notes for (The Syringa Tree,( production April 27,2007-May 27, 2007.  
Kearney, M. and Schuck, S. (2005).  Students in the Director’s Seat: Teaching and Learning with Student Generated Video.  Proceedings from Educational Media Conference.  Accessed December 10, 2007 at http://www.ed-dev.uts.edu.au/personal/mkearney/homepage/acrobats/edmedia05.pdf   
Kearney, M. and Schuck, S. (2003).  Teachers as Producers, Students as Directors: Why Teachers Use Student Generated Videos in their Classes.  Proceedings from the Apple University Consortium Conference. Accessed December 10, 2007 at http://www.ed-dev.uts.edu.au/personal/mkearney/homepage/acrobats/auc05.pdf 
Kegan, R. (1998). In Over Our Heads: The Mental Demands of Modern Life. Cambridge, MA:

Harvard University Press.  

Kozma, R. B. (1991). Learning with Media. Review of Educational Research, 61, 79-211.
Krumme, G. (2007).  Major Categories in the Taxonomy of Educational Objectives: Bloom 1956.  Accessed December 14, 2007 at http://faculty.washington.edu/krumme/guides/bloom1.html  

Kuhn,  T. (1996). The Structure of Scientific Revolutions. Chicago,IL: University of Chicago Press. 
Lacho, K. J., Herring, R. A. & Hartman, S. J. (1991). The Video Age: An Analysis of Classroom

Use of Video Technology by Management Professors. Paper submitted to the Southern

Management Association, Management Education Track.

Leavitt, H. (Summer 1975). Beyond the Analytic Manager. California Management Review. 

Lee, C. (1987). Where the Training Dollars Go. Training, 24(10), 51-65.
Lewis, M.(1999).  New New Thing: A Silicon Valley Story. New York: Norton.  
Levitin, D. (2006).  This is Your Brain on Music: The Science of Human Obsession.  New York: Plume. 

Light, R. (2004).  Making the Most of the College Years. Cambridge, MA: Harvard University Press. 
Light, R. (2001). College Students Speak Their Minds. Cambridge, MA: Harvard University Press. 

Lindblom, C. E. (1974). The Science of Muddling Through. Public Administration Review, 52,

79-80. 

Maier, M. (1992). A Major Malfunction ( the Story Behind the Space Shuttle Challenger

Disaster. Albany, NY: The Research Foundation of the Sate University of New York.

March, J. G. (1978). Bounded Rationality, Ambiguity and the Engineering of Choice. Bell

Journal of Economics. 

March, J. G. & Olsen, J. (1976). Ambiguity and Choice in Organizations. Norway: Universitetsforlaget.

March, J. G. & Weil, T. (2005). On Leadership: A Short Course. London: Blackwell Publishing

Limited. 

Martin, P. (2007). Renaissance Generation.  Avon, MA: Adams Media. 

Marx, R. D. & Frost, P. J. (1998). Toward Optimal Use of Video in Management Education: Examining the Evidence. Journal of Management Development. 17:4, 243-250. 

Marx, R. D., Frost, P. J., & Jick, T. (1991). Management Live!  The Video Workbook. Englewood Cliffs, NJ: Prentice Hall.

Marx, R. D. & Meisel, S. I. (Mar 2006). Ei, Ei, Oh: Teaching Emotional Intelligence in the

Classroom. Paper presented at the Mid-Atlantic Organizational Behavior Teaching

Conference, March 25, 2006, La Salle University, Philadelphia, PA.

Mazonde, I. H. (2007). Culture and Education in the Development of Africa. Accessed May 23, 2007 at http://unpan1.un.org/intradoc/groups/public/documents/IDEP/UNPAN003347.pdf 

Meyer, J. & Rowan, B. (1977). Institutionalized Organizations: Formal Structure as Myth and

Ceremony. American Journal of Sociology, 83, 340 ‑ 363. 

Miller, J. (2007). Cross-X: The Amazing True Story of How the Most Unlikely Team from the Most Unlikely of Places Overcame Staggering Obstacles at Home and at School to Challenge ... Community on Race, Power, and Education.  New York: Picador. 

Mintzberg, H. (1975). The Manager(s Job: Folklore and Fact. Harvard Business Review (July-Aug).
Mirvis, P. H. (1980).  The Art of Assessing the Quality of Work Life.  In E. Lawler, D. Nadler, & C. Cammann (eds.). Organizational Assessment. New York: Wiley. 
Mirvis, P. H. (2006).  Revolution in OD: The New and the New New Things. In J. V. Gallos (ed.). Organization Development: A Jossey-Bass Reader. San Francisco: Jossey-Bass.   

Mirvis, P.H. &  Ayas, K. (2008). Enhancing the Psycho-Spiritual Development of Leaders: Lessons from Leadership Journeys in Asia   In J. V. Gallos. Business Leadership (2nd edition). San Francisco: Jossey-Bass. 
Mirvis, P.H., Ayas, K., and  Roth, G. (2003). To the Desert and Back: The Story of one of the Most Dramatic Business Transformations on Record. San Francisco: Jossey-Bass. 

Mirvis, P. H. & Gunning, L. (2006).  Creating a Community of Leaders.  In J. V. Gallos (ed.). Organization Development. San Francisco: Jossey-Bass.   

Morgan, G. (1980). Paradigms, Metaphors and Puzzle-Solving in Organizational Theory.

Administrative Science Quarterly, 25(4), 605-622.
Morgan, H., Harkins, P., and Goldsmith, M. (2004). The Art and Practice of Leadership Coaching. New York: Wiley. 
Nissley, N. (2002). Arts-based Learning in Management Education. In C. Wankel and R. DeFillippi (eds.). Rethinking Management Education for the 21st Century.  Charlotte, NC: Information Age Publishing. 
Nussbaum, B. & Tiplady, R. (2005). Where MBAs Learn the Art of Blue Skying. Business

Week, April 18, 2005. Retrieved May 28, 2007, from http://www.businessweek.com/magazine/content/05_16/b3929040_mz011.htm
Ohasi, W. (1976). Do-it-Yourself Shiatsu. New York: E. P. Dutton.

Oshry, B. (1996). Seeing Systems: Unlocking the Mysteries of Organizational Life. San

Francisco: Berrett Koehler.

Oshry, B. (1999). Leading Systems: Lessons from the Power Lab. San Francisco: Berrett

Koehler.

Ouchi, W. (1981). Theory Z. New York: Avon Books.

Pascale, R. (1978). Zen and the Art of Management. Harvard Business Review (Mar-Apr). 

Peters, T. & Waterman, R. H. (1985). In Search of Excellence. Boston: Nathan Tyler

Productions.

Pfeffer, J. (1976). The Effects of Uncertainty on the Use of Social Influence in Organizational

Decision Making. Administrative Science Quarterly, 21, 227-245.

Pilobolus. (2007). The Leadership Workshop. Retrieved May 23, 2007 from

http://www.pilobolus.com/Institute%20Activities.

Pink, D. H. (2005). A Whole New Mind: Why Right-Brainers Will Rule the Future. New York:

Riverhead Books. 

Postrel, V. (2007). Interview with the Author. Retrieved August 21, 2007, from

http://www.dynamist.com/tsos/q&a.html. 
Prahalad, C. K. (2006).  The Fortune at the Bottom of the Pyramid: Eradicating Poverty Through Profits.  Philadelphia, PA: Wharton Business Press. 
Ray, P. and Anderson, S. (2000). The Cultural Creatives: How 50 Million People are Changing the World. New York: Three Rivers Press.   
Rein, M. & Schon, D. (1976). Problem Setting in Policy Research. Unpublished paper, MIT. 

Rowe, A. J. (Aug 1974). The Myth of the Rational Decision Maker. International Management. 
Sales, M. J. (2006).  Understanding the Power of Position: A Diagnostic Model. In J. V. Gallos (ed.). Organization Development. San Francisco: Jossey-Bass.  
Schechner, R. (2003). Performance Theory. London: Routledge. 
Schein, E. (1985). Organization Culture and Leadership (1st edition). San Francisco: Jossey-Bass. 

Schon, D. (1983). The Reflective Practitioner: How Professionals Think in Action. New York:

Basic. 

Schwartz, P. (1991).  The Art of the Long View.  New York: Doubleday.  
Seifter, H. (2004). Artists Help Empower Corporate America. Arts and Business Quarterly

Online, Spring 2004. Retrieved May 15, 2007, from

http://www.americansforthearts.org/private_sector_affairs/arts_and_business_council/abut_us/newsletters/2004/spring.asp 

Seifter, H. & Buswick, T. (2005). Editor(s Note: Arts-Based Learning in Business. Journal of

Business Strategy, 26(5), 4-5. 
Senge, P. (2006). The Fifth Discipline: The Art & Practice of The Learning Organization.  New York: Currency. 
Senge, P., Kleiner, A., Roberts, C., Ross, G., & Smith, B. (1999). The Dance of Change. New York: Doubleday. 

Shebilske, W. L. & Reid, L. S. (1979). Reading Eye Movements, Macrostructure and

Comprehension. In P. A. Kolers, M.E. Wrostad, H. Bouma (Eds.). Processing of Visible

Language. New York: Plenum.

Smith, D. D. (1973). Teaching Introductory Sociology by Film. Teaching Sociology, 1, 48-61.

Smith, M. K. (2001). Dialogue and Conversation: The Encyclopaedia of Informal Education.

Retrieved from www.infed.org/bibio/b-dialog.htm. 

Solomon, G. (1979a).  Interaction of Media, Cognition, and Learning:  An Exploration of How Symbolic Forms Cultivate Mental Skills and Affect Knowledge Acquisition. San Francisco:  Jossey-Bass.

Solomon, G. (1979b). What Does It Do to Johnny? A Cognitive-Functionalistic View of

Research on Media. In G. Solomon & R.E. Snow (Eds.). Commentaries on Research in

Instructional Media, 33-62. Bloomington: School of Education, Indiana University.

Solomon, G. (1983). The Differential Investment of Mental Effort in Learning from Different

Sources. Educational Psychologist, 18(1), 42-50.

Solomon, G. & Leigh, T. (1984). Predispositions about Learning from Print and Television.

Journal of Communication, 34, 119-35.

Sucher, S. (2007a). Teaching the Moral Leaders: A Guide for Instructors. London: Routledge. 
Sucher, S. (2007b). The Moral Leader: Challenges, Tools, and Insights. London: Routledge.

Tichy, N. & Devanna, M. A. (1986). The Transformational Leader. New York: Wiley. 
Townsend, P. L. and Gebhardt, J. E. (1999).  Five-Star Leadership: The Art and Strategy of Creating Leaders at Every Level. New York: Wiley. 
Torbert, W. R. (2007). Major Influence on My Work. Accessed June 10, 2007 at http://www2.bc.edu/~torbert/4_maj_infl.html
Torbert, W. R. (1989). Leading Organizational Transformation. In R. Woodman and W. Passmore (eds.) Research in Organizational Change and Development (vol.3). Greenwich, CT: JAI Press. 
University of Victoria Counseling Services (2007).  Bloom’s Taxonomy.  Accesses December 15, 2007 at thttp://www.coun.uvic.ca/learning/exams/blooms-taxonomy.html

Vaill, P. B. (1989). Managing as a Performing Art: New Ideas for a World of Chaotic Change. San Francisco: Jossey-Bass.   
Volckmann, R. (2005). Alchemist at Work: Two Sessions with Bill Torbert.  Integral Leadership Review, 5, December. Retrieved August 10, 2007, from http://www.integralleadershipreview.com/archives/2005_12/2005_12_announce_torbertalchemist.html. 

Weick, K. (1976). Educational Organizations as Loosely Coupled Systems. Administrative Science Quarterly, 12, 1-19. 

Weick, K. (1978). The Spines of Leadership. In L. Pondy (ed.). New Perspectives on Leadership.

Durham, NC: Duke University Press. 

Weick, K. (1980). Loosely Coupled Systems: Relaxed Meanings and Thick Interpretations.

Unpublished paper, Cornell University. 

Weisbord, M. & Janoff, F. Future Search: Finding Common Ground for Action in Organizations and Communities. San Francisco: Berrett-Koehler.   

Westerlund, G. & Sjostrand, S. (1979). Organizational Myths. New York: Harper and Row. 

Wickham, G. (1992). A History of the Theater. New York: Phaidon Press. 

Wiske, M. S. (1997). Teaching for Understanding: Linking Research with Practice. San Francisco:  Jossey-Bass.

Whyte, W. H. (1956).  The Organization Man. New York: Doubleday. 
Yang,  (2006). 
Young, J. F. (2005). iCon Steve Jobs: The Greatest Second Act in the History of Business. New York: Wiley. 
Zander, R.S. & Zander, B. (2000).  The Art of Possibility. Boston: Harvard Business School Press. 

� I thank Professor Bob Marx at the University of Massachusetts-Amherst for his contribution to this chapter’s spirit and substance. His experiences teaching with films and videos inform the emotional intelligence case example.       


� Pink, D. H. (2005).   A Whole New Mind: Why Right Brainers Will Rule the Future. New York: Riverhead Books, p. 69. 


� October 26, 1963,  Amherst College.  John F. Kennedy’s speech in honor of the late poet Robert Frost can be read or heard at � HYPERLINK http://arts.endow.gov/about/Kennedy.html��http://arts.endow.gov/about/Kennedy.html�  The author  regrets the historical use of “man” to represent the experiences of both men and women


� From Kiester, G. J. (1985).  “Total Education: Arts Balance the Analytical with the Aesthetic.” Music Educators Journal, 72:2, pp. 24-27


� Edwards, D. (2008). Artscience: Creativity in the Post-Goggle Generation. Boston: Harvard University Press. 


� From the Forum session program description for “If An Artist Ran Your Business,” January 22, 2004 led by Lotte Darso, Research Manager for the Creative Alliance Learning Lab in Denmark. Panelists:  photographer Yann Arthus-Bertrand; film director Shekhar Kapur; Hermitage Museum director Mikhail Piotrovsky; and actor Chris Tucker.     


� Nussbaum, M. (1990).  Love’s Knowledge: Essays on Philosophy and Literature. New York: Oxford University Press, p. 48.  


� Conrad, J. (1976). “The Condition of Art” in Morton Dauwen Zabel (Ed.).  The Portable Conrad (revised edition). New York: Penguin, p. 651.  


� This short story is available as a free download at the Project Gutenberg at � HYPERLINK http://www.gutenberg.org/etext/220��http://www.gutenberg.org/etext/220�    


� I thank Professor Nancy Adler of McGill University for her contributions to this list: the British Museum in London � HYPERLINK "http://www.britishmuseum.org/default.aspx" ��http://www.britishmuseum.org/default.aspx� ; the Egyptian Museum in Cairo � HYPERLINK "http://www.egyptianmuseum.gov.eg" ��www.egyptianmuseum.gov.eg� ; the Guggenheim Museums in New York City � HYPERLINK "http://www.guggenheimcollection.org/index.html" ��http://www.guggenheimcollection.org/index.html�  or Bilbao, Spain � HYPERLINK "http://www.guggenheim-bilbao.es/secciones/la_coleccion/fondos_propios.php?idioma=es" ��http://www.guggenheim-bilbao.es/secciones/la_coleccion/fondos_propios.php?idioma=es� ; The Hermitage in Moscow  � HYPERLINK "http://www.hermitagemuseum.org" ��www.hermitagemuseum.org� ; the Louvre in 	Paris, France � HYPERLINK "http://www.louvre.fr" ��www.louvre.fr� ; The Metropolitan Museum of Art in New York City � HYPERLINK "http://www.metmuseum.org" ��www.metmuseum.org� ; the Museu Nacional del Prado in Madrid, Spain � HYPERLINK "http://museoprado.mcu.es" ��http://museoprado.mcu.es� ; the Shanghai Art Museum in Shanghai, China � HYPERLINK "http://www.echinaart.com" ��www.echinaart.com� ; the Tokyo National Museum in Japan � HYPERLINK "http://www.tnm.jp" ��www.tnm.jp�   








56
1

