
CHANGING SCENES: 

EIHNOGRAI=HIC EXPIDRATIONS OF MEANING, AIXJill' lEARNING, 
AND CXIMJNITY' 'llmMRE 

A 'lhesis 

sutmitted to the College Of Graduate studies ani Research 

in Partial Fulfillment of the Requirements 

For the Degree of 

Master of Continuing Fducation 

in the 

Department of Communications, Continuing, 

ani Vocational Fducation 

by 

M. Madeleine Butschler 

Saskatoon, Saskatchewan 

1990 

('!he author claims copyright. Use shall not be made 
of the material contained herein without proper acknow
ledgment, as iixticated on the followin;J page.) 



'Ihe author has agreed that the Library, University of 
saskatdlewan, may make this thesis freely available for inspection. 
Moreover, the author has agreed that penn:i.ssion for extensive copyirg 
of this thesis for scholarly pn:pose.s may be granted by the professor 
or professors who supm::vised the thesis TNOrk recorded therein or, in 
their absence, by the Head of the Department or the Dean of the 
College in which the thesis work was done. It is urde:rstood that due 
recognition will be given to the author of this thesis ani to the 
University of Saskatchewan in any use of the material in this thesis. 
Copyirg or pmlication or any other use of the thesis for financial 
gain without approval by the University of saskatchewan ani the 
author's written pennission is prohibited. 

Requests for penn:i.ssion to CXJPY or to make any other use of 
material in this thesis in whole or in part should be addressed to: 

Head of the Department of canmunications, Conti.nuirxJ, ani 
Vocational Education 
University of saskatchewan 
saskatoon, canada 



ABSIRAcr 

'!he study began as ethnographic explorations with members of a 

rural theatre group creatirg a play about the cx:mrmrl.ty' s histocy. 

'lhrough six Italths of participant OOservation, focus on ~ what 

participants learned about theatre has been recast into a framework 

with meanin:J, d'large, ard experience of chan:Je as central. 'lheories of 

lOOdemity were linked to participants' context of pezvasive d'large. 

'!he study came to ask what we mean by chan:Je ard heM that 

influences our actions ard responses to learrrl.rg as lx>th "learners" 

ard "adult educators". Four areas of discovery emex:ged which lx>th 

raised ard respcn:led to aspects of this cx:arplex question. 

Two areas of discovery focus on chan:Je concemirq constructions 

of adult educators, transition in: 1) Methcxlological TNOrks reflecting 

adult educators' d'larging constructions of adult education; 2) rata 

analysis process includi.rg fonns of representation. "Paradigmatic 

transition" is proposed as a framework to interpret present gaps am 

epist:enDlogical inconsistency in methodology ard methods of research. 

In response to methods inconsistent with methcxlology, data 

analysis process has been reconceptualized as a synthesis of: relevant 

social theocy am methodology; am constructions emex:ging fran 

experience with data analysis am creation of representational fonn. 

'!he other two areas of discovery focus on d'large related to 

learrrl.rg theocy. Based on fieldwork, the study provides interpretation 

of one set of participants' /learners' : 3) Social processes related to 

constructions of meanin:J, d'large, am learrrl.rg; 4) 'lheatre experience 

with paradigm creation as part of their social process. 
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'!he literature review identifies recent transition both in social 

chaJxje arx:l in lea.rnil:g theories. '!he stmy prqa;es that, with a focus 

on process of cha.rge, meaning arx:l culture may provide a nexus between 

these theories. SUggestions for reconstruction of lea.rnin; process 

theocy are offered through a theoretical synthesis. A set of workin;J 

assunptions fran data analysis process provides a series of links 

focusin;J on meaning arx:l culture, social process arx:l chaJxje, connected 

with lea.rnil:g process theocy. A S\llllllacy of these links follows. 

'!he workin;J assunptions include p:rocessnal definitions of meaning 

( iniividuals 1 experience of relationship) arx:l "cultural-meaning" 

(meaning which members of a group come to have a sense of holding in 

COIIIIlX)tl) • In a processual definition, "lea.rnin;" is linked with 

''me.anirg": A process of cha.rgirg meaning within an iniividual. 

Since meaning is socially created arx:l maintained (in epistemology 

adopted) , stmy of social processes must be p.m;ued to intel::pret 

iniividuals 1 meanings. Cllange, as both process arx:l experience, is 

embedded in a larger social framework. Scx::ial dynamics related to 

iniividuals' meanings include: social creation arx:l maintenance of 

meaning, loss of meaning, arrl social response to loss of meaning. 

Irrlividuals exposed to possible lea.rnil:g situations as cha.rge may 

experience a "tension in certainty'' in which cha.rge may be viewed by 

"the potential learner" as: 1) Exploration, IOOVeme1'lt towards meaning; 

or 2) Disruption, IlKWement away fran meaning. '!he stmy proposes an 

epistemology of cha.rge as part of experience of lea.rnin;. A processual 

definition of experiencirg cha.rge is offered: Cllange is the word we 

use at the nanent of awareness arrl thereafter when we recognize 
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sanetllirg as havi.rg altered in relation to ou:rse1 ves. Assunptions 

about qualities associated with experiencin:J c::harqe are also provided. 

A bridge is offered between epist:e.roology of dlarge ard social 

process: How inlividuals anc:hor meani.rg in their social interactions. 

'lWo anchors in "social entities" emerged in the stu.dy: "group entity'' 

ard "social structure". In dynamics of inlividuals 1 interactions, 

their meani.rg of anchors may emerge ard shift subtly or abruptly. 

Conce:rn.in; the fourth area of discovery, two descriptions of 

participants 1 theatre experience are provided: 1) A narrative of 

fieldwork experience; an:l 2) '!he Mobile-framework, a nrdel-description 

of participants • theatre process which details participants' theatre 

process considered fran the set of 'WOrkirg assumptions. It includes 

participants 1 interactions interpreted in tenns of "paradigmatic 

actions" ard aims towards reflectin; dynamics of participants' 

interactions in creati.rg an:l resporrli.rg to dlargin; meanirgs. 

'lheatre process is considered in light of theoey of nx:xiemity, 

particularly att:en:lin; to secularization, inlividuation, abstraction. 

'lheatre processes as paradigm sinn.lltaneously foster ard offer 

inlividuals a response to m:xlem con:litions of plurality ard dlarge. 

'!he final chapter's reflections are couched in tenns of three 

orientations towards adult education: 1) "Paradigm-watchers"; 2) '!hose 

concerned with specific theory content; ard 3) '!hose concerned with 

specifics of daily practice. '!he stu.dy challerges adult educators of 

all orientations to make explicit our vantage points ard to "follow 

through" on inplications related to leamirg when placi.rg meani.rg an:l 

dlarge at epist.aoological centre. Reflections rarge fran inplications 
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for contemplated c.harge in organizations, anag researchers, am cnoorg 

those en;Jaged in interactions with "groups of leamers". Finally, the 

study advocates seekin.;J out how leamers culturally intel:pret the TNOni 

"learnin:J" as part of research efforts directed ta«ards interpretirg 

irxlividuals' experience of learnin:J. 

'!he study's aforementioned set of workirg assllllptions am 

Mobile-framework are incorporated into a six part doament which also 

includes a Preface li.nkirg the study to adult education TNOrks, am a 

substantial Bibliography divided into five sections reflec:t:in:] the 

study's nultidiscipli.na:ry nature. 
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With the in:luctive, nulti -disciplinary approach inherent in the 

thesis "WOrk there was llllch laOOsca.pe ani many guides, sane for brief 

distances, others for the entire series of explorations. Given the 

oontrib.ttions of so many, it is impossible to acknowledge everyone. 

To all those involved in the "WOrk, I wish to express my 

heart-felt appreciation for your encouragement ani your belief in the 

search for new trails. I also wish to express my gratitude to a few 

who assisted in exploration of specific terrain. 

'1he late Professor Kathleen Whale was atoonq those who guided my 

first steps of wonier into the fieldwork. Her insightful questions 

nurtured a sense of the nnltidisciplina:ry nature of ethnograprlc work. 

Her influence errlured long after her direct involvement in the thesis. 

Professor Michael Collins, thesis co-adviser, was also aiOOng the 

first to actively encourage me in pursui.n;J this thesis topic. His 

advice ani support to me both when I first entered into the 

Deparbnent' s program ani when the study was developed have made the 

research possible. Both he ani Professor Adrian Blunt, as camnittee 

member, guided vital efforts to locate ani link the study to diverse 

constructions of adult education. Special thanks to Professor Bll.mt 

for un:iertakin;Js in editirg ani for askirg the hard questions. 

Professor John 'Ihompson, thesis co-adviser, acted intennittently 

as guide, then anchor, with keen sensitivity throughout the tensions 

in certainty of this research. I am profounily grateful to him for 

the many ways he contributed to fieldwork, data analysis process, ani 

construction of representational fo:rm, brin]in] to these processes a 



special gift of :rec:x:>nsiderirg vantage point when stmnblirg blocks 

appeared on the imnediate horizon. 

For his assistance in another 1amscape of thesis exploration, I 

am irxiebted to Mr. Skip KUtz. He gave invaluable editorial direction 

in the subtleties of DDJSical metap:lor for the ''Mobile-framework". 

Shiftirg lamscape once toore, I wish to acknowledge those with 

whan I sojourned in the field. Although I cannot name them for 

reasons of confidentiality, this is i.nten:led to CXJrWeY my gratitude 

arxi appreciation to the director, who suggested my involvement in the 

theatre project, arxl each of the participants for their courage am 

their willingness to engage in the study in the face of so nuch 

ambiguity. '!heir creativity and their h\llOOUr continue to funti.sh for 

me warm and bright memories. 

For their erxiuring support, I am na;t grateful to frierx)s arxi 

famil.y arxi especially to my husban:i step1en Ellis for his assistance 

in so many capacities throughout the study. '!he work W'Olll.d not have 

been possible without his canputer wizardry, or without his worrlerful 

care and his patience given the uncertainties of an open-enied 

process. 

Finally, I wish to acknowledge the financial assistance provided 

by the University of Saskatchewan and the suwort received fran 

st. '1hanas More College during the writirg of the thesis work. 
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In lovirg mem:>l:y of my IOOther, 

Nettie Butschler 
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PARr 'IHREE 

aiANGING PIECES: PIECING aJANGE 

INmOWCI'ION 

In Parts One ani Two, in the tradition of Fscher's artwork, I 

reconstructed both the roan holding ani represented by the 

Mobile-framework. '!he cxmceptua1 tools for creating the Mobile were 

identified in the two Parts. '!he substance fran which its pieces were 

made have been identified therein as well. Finally, the "Description 

Of '!he Data Analysis Framework" in Olapter Seven provided a 

preparatory synopsis of the Mobile. 

'!he work entailed in creating all of these preparatory 

descriptions has resulted in transmutation of 1000nbeam ani jar into a 

Mobile. 'Ibis Mobile-framework has been fashioned to catch and reflect 

the 1000nbeam through suspen:ied, IOOVing pieces, of the jar. What still 

remains then is the unveiling of metanorphosis in representational 

fonn, this Mobile, "A Play In Five Acts: An Act In Five Plays". 

'Ibis second representational fonn contrasts with the first, the 

narrative on fieldwork experiences in Part One. Analysis in Part one 

was brief. Questions framed descriptions of experience in the field. 

'!bose questions shaped four areas of discovery guided by a predaninant 

theme, cl'large. 

'lhe representational fonn in Part one, then, only began to 

recognize cl'large as an emerging theme from work in the field. 'lhe 

narrative of Part One cannot answer: it only begins to pose the 

question placed in the Preface: ''What alternative ways can we use to 
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explore experience of charge to pratDte cohesive disolSSion am 

reflection in adult education practices?" 

'1he Mobile-framework constitutes one such atte.npt. to both explore 

experiences of charge am to design a manner of representation 

sensitive to epi.sten¥:>loqical consistency. It may best be considered 

as offerirg an episode of exploration which also affords a fonn for 

crystallizirg new questions, concerns am action in our errleavor to 

develop a workir:g epi.sten¥:>logy of charge. 

Retumirg briefly to the four areas of discoveey, I was engaged 

in the first two areas through considering content of the 

Mobile-framework. M.lch of the framework is dedicated to developing a 

description ani explication of participants' social processes related 

to meaning, charge ani learning. '!he secom area of discovery 

concenled with how "theatre experiences" may influence in:lividuals' 

meanings of charge has also been explored in developirg the 

Mobile-framework. In addition, the third and fourth areas of 

discoveey are manifest in the methodoloqical work which influenced the 

shape as well as the content of the Mobile framework. 

Finally, then, the Mobile-framework constitutes an analytic 

representation of the fieldwork experience which frames those 

experiences in tenns of an explication of meaning and change. '!he 

workir:g assunptions concerning social process and change outlined in 

Olapter Six provide the conceptual building blocks - experience am 

meaning in change related to modernity, tension of certainty, spheres 

of meaning, meaning-in-action (paradigmatic action), ani anchors in 

entity ani structure. 
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CHAPrER EIGHI' 

STAGE P.ROilJCI'ION 

'lhe 1-t:lbile-framework Presented 

Ay, or any show that you 1 11 show him. Be not you ashamed to 
show, he' 11 not shame to tell you what it means. 
- Hamlet, III, ii (Oleck spacirg) 

'!he closest I could cane to expla.inin;J what the stages are is 
sort of how it was sanething am then it was sanething else am 
then it was satething else am then it errled up beirg what it 
was. Ell) N-27-p.l9. 

A PI.AY m FIVE Acrs: AN Acr m FIVE PlAYS 

'lhe Mobile-framework and the six "conceptual bars" were described 

at length in Olapter Seven. A visual image was provided in that 

01apter which suspended each. of the five Act-Plays directly from 

"General Context". '!he arrangement in this Olapter follows a more 

chronological, linear approach along the lines of this image: 

GENERAL CONTEXT 
I 

ANCHORED ANCMIE 

I 
SUSTAINED UNCERrAINIY 

I 
PI.AY ACI'ING 

I 
OONI'INGENCY' CX>NiroL 

I 
PlAYED CXJr 

With the unveiling of the Mobile-framework, the "General Context" 

is revealed first, then each of the five Act-Plays as various "stages" 

or transitions in group members 1 meanings arxl interactions. 1 
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A. GENERAL ~: 

'!he Main Bar 

Yes, J::ut I or we who are not fran here, what can we say? 
Ann) J-11-19. 
You can have a lovely personal story, J::ut if you can't relate it 
to space ani time it TNOn 1t have a tneani.rg for the audience. 
cam) A-1-173. 

Ani enterprises of great pitch ani nanent 
With this regani their currents tum awry 
Ani lose the name of action. - Hamlet, III, i, 86-88. 

INmOIXJCI'ION 

'!his "main bar'' is the Mobile "context". Used in this way 

"context" is a synthesis of that which has already e:menJed. Context 

establishes a st.artin:J point as a basis to make sense of tneani.rg that 

emerges for those interacting. 

In recreatin; participants 1 contexts the study focuses on their 

main reference points linked with the theatre project. ~ese include 

"the ccmm.mity'' in which the project took place ani the theatre club 

which "authorized" the theatre project. Descriptions of participants 1 

reference points were developed from data analysis which posits 

certain camoon elements in their experience prior to the project's 

beginnin;. 

Derived from data analyses, the study describes those cani.rg to 

the project as experiencing ananic corditions. It posits that these 

intividuals experienced ananic con:titions specifically related to the 

ccmm.mity. '!he study suggests that participants brought these 

experiences as intividuals to the theatre project. 
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When they began the theatre project, given obvious diversity 

atOOl'l!J themselves am a general lack of experience with theatre 

projects, irrlividuals also experienced ananic coniitions related to 

the theatre project. '!he study further postulates that irrlividuals • 

experiences with ananic c:x:nti.tions at the outset shapEd their 

interactions throughout the theatre project. 

Participants articulated their experience of ananic coniitions 

with respect to the theatre project process eventually. However, 

their descriptions of experience with the community did not ctirectly 

express experience in tenns of ananie. '!his section, "General 

Context", begins with that which was expressed am ma.y be confinned 

through other treans with respect to participants • reference points. 

It then shifts in the middle subsections beginning with "t:ata 

Iniicating Relational starting Points For Participants" towards 

intel:pretation of data which suggests i.rrlividuals 1 tacit experiences 

of ananic corrlitions in their relationship with "the" community. 

'!his section is also roughly divided into two segments, "Emerged 

Pattenls" am "Emerged-Emerging CUltural-Meaning" on another basis of 

participants' context • '!he first segment, "Emerged Patterns" ma.inly 

describes patterns of meaning which participants brought with them as 

irrlividuals at the outset of the theatre project. '!he seconi segment, 

"Emerged-Emerging CUltural-Meaning" irrlicates transition of 

participants• meanings as they began to interact in the project. 

As no contact was possible prior to the theatre project's 

creation, am as the study began after the first two meetings, nuch of 
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this 1lllSt be reconstructed fran data "after the fact". Reconsb::uction 

was aCXXIlplished through data analysis of participants' dj srussion in 

meetiJ9; ani through interviews. 'lhe section commences with a 

reconstruction focused on what irrlividuals brought with them when they 

began to participate in the project. 2 

EMERGED PATI'ERNS 

IBta analysis has located the theme of "charge" as a locus within 

group members' interactions. 'Ibis segment shifts pace to describe 

data which are less vulnerable to meaning charge through S\lbseqlent 

action or reinterpretation. 

Narrative descriptions in Chapters One and 'Ihree c:onplement the 

summary descriptions of context which follow. '!hose Chapters conveyed 

my impressions on entering the field as participant obsaver. '!his 

Chapter approaches a description of a period prior to ccmnencement of 

the study with a focus on group members' meanings concerning context. 

~ CDNl'EXruAL REFERENCE FOINI'S FOR PARI'ICIPANrS 

IBta analysis in the field began with the assumption that the 

structure of the theatre project constituted the major reference point 

for participants. However, within the first two meetings, their 

a:mnents irrli.cated that the majority of participants retained three 

~ reference points which shaped their actions: a) a sense of 

"the" community;3 b) a sense of the theatre club; and c) a sense of 

this particular theatre project. '!he latter, a sense of the project 

ani the people involved charged throughout work on the project. 
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'!he main body of the study addresses this third "reference 

point". As a prelude, however, descriptions of the ccmnunity ani the 

theatre club will be provided. 'Jhese descriptions were developed 

mainly fran group members' sense of the ccmnunity ani the theatre 

club. 4 
other resource materials were consulted. '1hese included 

theatre club artifacts, ani resource material concemi.n:.J both the 

histoey ani current descriptions (at the time) available co~ 

the town. 

To preface forthcoming descriptions a cautionary note is in 

order. Several participants 'WOrking within this project had had 

limited contact with the theatre club. A few were not familiar with 

the theatre club's brief history. Not everyone had precisely the same 

sense of the town. Nonetheless, the descriptions which foll<J'N should 

portray a sense of h<J'N the majority of participants, as inli.viduals, 

viewed context within which the project had been developed. 

a) Description Of Aqlroximate Size, Location And Ethnicity 
Of Community 

Participants were engaged in researching the history of the town. 

Havever, the "current" ccmnunity was the context in which they 

un:iertook their .activities. D.lring infonnal discussions, group 

members stated that the size of the town bordered on being sufficient 

for city status. Reference materials produced by organizations in the 

town confinned that Goetheim IS population was unjer ten thousan:i. 

In their discussions, participants made reference to the 

Dnportance of the surroundin;J fanning ccmnunity. 'Ihey inli.cated that 

the area was a relatively prosperous one with no prior histo:ry of crop 
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failure. '!he appearance of the town, with paved streets ani brick 

blildirxjs SUR;X>rted their statements. 

Group members also referred in their discussions to "the 

ccmm..mi.t.y'' beirg predaninantly Gennan catholic. 'lhe proposal to 

obtain ~for the play reflects this perception: 

'!he Goethe.im 'lheatre Ccmnuni.ty Players propose to research, write 
ani present a dramatic production depict:irg the cultural history 
of the Goetheim area. 'lhe emphasis would be on the Gennan 
catholic origins of this ccmm..mi.ty ani area. [See Appeniices, 
Section One.) 

A search for affinnation of group members • assunption concerning the 

Gennan catholic culture of the community was corducted. It was 

discovered that Statistics canada did not provide materials outlining 

the etlmicity of this limited population base. No other documents 

surveyed divulged infonnation about this. "Physical evidence" in the 

ccmm..mi.ty was considered. Although there were other churches, there 

was a higher ratio of catholic organizations in the vicinity including 

a large separate school. 

Group members' discussion and research concerning the play 

in:ticated that signs of Gennan culture had been quelled durirg the 

First ani Secord World Wars. 

- You still have a cousin there. People could attack you. So it 
was oore or less keep your mouth shut and you 111 stay out of 
trouble. I don't think there was trouble or dissension between 
groups. '!his man was s:inply sayirg not to make any. Eil) 'lhe 
people that I got, [interviewed] that lived here, the Gennan 
people, I'm sure they thought of their families back in Gennany 
that were beirg pulverized ••• Jes) (Eileen continuing] '!his man 
remirned everybody that we are guests of the government of 
canada. '1hrough the generosity of the Immigration Departnalt. 
As guests we would not be sayirg anything. Eil) A-24-592. 

- '!hey no lon;er called it sauerkraut. Jes) '!here was an article in 
the paper. Eil) '!hey called it pickled cabbage. Jes) Ard they 
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just sort of sat aroun:l here ard didn't get involved at all. 
Just kept on fannirg. Jim) A-24-596. 

It is not surprisirq, then, that materials fran the town library made 

no direct reference to the carm.mity's links with German etlmicity. 

'!here were, however, in:iirect signs of past ard present-day 

German heritage through the town's name, ard names of facilities. In 

addition, a German Club was in the process of formirg to allow members 

of the carm.mity to explore their cultural roots. lenore had joined 

the German Club ard described learning about the German language ard 

custans. 

Group members 1 dj SOJSSions ard research on the history of the 

town soon stretched beyord considering the size of the town, the 

wealth of the farmlard, ard the German catholic etlmicity as 

"historical fact". Insofar as participants added to these 

fOUl'Xlational ideas of the conm.mity considerably, ard a sense of the 

carm.mity ccmm:>nl.y emerged through their discussion, these 

descriptions unfold in the next segment ard in the Act-Plays. In 

addition to actirg within a context of present-day carm.mity sane 

participants were also influenced by considerirq the project as a 

"secorrl" production of the theatre club. In this manner, the theatre 

club existed as a second context for participants • • interactions at 

the outset of the theatre project. 

b) Description Of '!he 'Iheatre Club -A Brief History 

Within the first few meetin:Js I atterded sane participants 

referred to the theatre club, the Goetheim Community 'Iheatre Players, 
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through a variety of links. '1he IOOSt urgent reference was to 

etXXJUraqe toore people fran the club to cane out imnediately ani to 

offer support through doi.rg a number of different tasks. sane members 

also alluded to the club's first major production ani its apparent 

success. 

Initially, the relationship between the theatre club ani this 

theatre project was a source of confusion. Not all those 

participatirg in this project had been active in the club. For 

exanple, Jay, Arthur, ani loretta had not involved themselves in the 

theatre club prior to the beginning of this project. others who had 

been quite active in the previous production were not involved in this 

theatre project. 

-Ani we've got actors in the club who you've [Madeleine] never 
met. Ani the reason you've never met them is because they're 
actors. Ani they weren't acting in this production so they 
wouldn't do anything else either. Ani I would suspect that when 
we cast the next one in the sprirg, um, people - the same thing 
will happen. N-p.l7. 

Despite the confusion, several participants appeared to link 

their experience with the first major production ani a smaller 

production in progress. (a one act play for a children's organization). 

'!hey brought these expectations with them as initial context for this 

production. 

-We were actually thinking of it as being a three act prod -
play. Arxl that, that was just hung aver fran, uh, our first 
production because it was the only play we'd ever done. Arxl we 
thought plays had to be on always stages with sets type of thing. 
Eil) N-27-p.l9. 
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Context Fran 'lhe Club's Creation: 

In the interviews, several participants imicated that experience 

with the club's first production affonied their chief experience with 

theatre aside fran high school experiences. A very brief history of 

the club is included in this segment to imicate what context aver 

half of those engaged in this project brought with them as club 

members. 

'Ihe history of the theatre club at the time of the first set of 

interviews was a recent tnen'O:r:y, apparently too recent for written 

record. turing these interviews I gathered pieces of description fran 

several who had been with the club fran its inception. '!here were 

five who mainly contributed to this smmnary, Jo, Jim, Joyce, Anna, am 

Eileen. 

'!heir aCC01.mts consistently had Jo launching the club through her 

efforts to organize the first meeting in the fall of 1984: 

- So we called a meeting ani about seventeen people showed up ani 
that were interested ... In the paper -we put a deal a week 
before in the paper. Ani I think the Goetheim Shopper comes out 
every two weeks. Ani in Goetheim, here, you nonnally advertise 
through the church bulletins. 'Ihey're the best way. Jo) o-6-p.J. 

Descriptions from a married couple att.en:lirq, Joyce ani Jim offer 

slight variations, yet deoonstrate similar experiences of the first 

meeting: 

- Jo oomes arourxi at work saying she'd like to get this thing 
together • Ani she IS got a couple Of her frien:is interested am 
she's going to put an ad in the paper. Ani I said, "Yeah, okay, 
I I 11 be there". Ani so I showed up. It was at her basetrent am 
there was probably ten or twelve people there. Am it looked 
like this thing was probably going to go. So they decided that 
they would put on a play. Jim) o-1-p.6. 

- 'Ihe first meeting I walked into a basement full of strange 
people. '!here were a few people there ani it was sort of 
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unexpected that they were there. - cause I didn 1t krlc7« other 
pecple are interested in such t:hin:Js. Actually there 1 s only 
three to four people fran that first meeting still involved, 
[laughs). '!here were quite a few people fran out of town. 
Joy) S-28-p.2. 

Sane :referred to this meeting as confusing: 

- It was a veey confusing meeting. '!hey were talking about 
financing ani just everything but the kitchen sink. Al) o-4-p.9. 

Joyce 1 s description suggested sane tension aiOOil;;J those who 

attenied the meeting. '!here was apparently sane disagreement with how 

to proceed initially: 

- Jo was tl:yin:J to get t:llirgs organized as far as structure of the 
club. I remember a few people were upset. ''Why are you talking 
about this - We should just pick a play ani go for it. ''Why are 
you wonying about all these other t:llirgs? ret's just make a 
play." S-28-p.2. 

Anna's :reflections on the event also alludes to this tension 

c::onc:eminq organization: 

- ••• About sixteen people ••• Oh yeah. We had to choose a director 
that night because that was the only way we were goin:J to get 
started on that. Ann) A-1-p.lS. 

- Well I knew' we coul.dn 't just do a play. Because I knew I wanted 
to act ani I didn't particularly want to do too much of anything 
else. I knew that J;X>SSibly other people would be doin:J other 
jobs. Ann) A-l-p.l6. 

'!he first major prcx:iuction was begun with no fonnal organization 

other than the choice of a director. '!he director chosen was a high 

school teacher who had participated in organizing the first meetirg. 

One of Neil Si.non•s first plays, a popular three act comedy was 

selected ani auditions were scheduled. However, the issue of 

structure arose again. 

- Okay, we finally decided after a while • • • after a feN people 
decided, ''We do need an executive". Arxi we finally decided, ''We 
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do need sanet:hirq, a set up, a little bit administrative 
anyway". • • Because you can •t expect the director to do 
everythirxJ. Jo) C>-6-p. 5. 

- So there ~ a few other meetirgs called. Arrl at that point 
Eileen wasn't TNOrkirg. Eileen arxi Jessie had just IOOVed into 
town then arxi their husbarXJs' family that sunmer or sanethirg 
like that. Arrl they had a little toore free time. '!hey weren't 
TNOrkirg. Well, Jessie was workirg part-time. Jo) C>-6-p.s. 

'1he executive generated a dc:x::un¥:mt soon after this production, 

"Department Heads for Production arxi Responsibilities". (See 

Apperrlices, Section 'Ihree. ] When receivirg a copy of this doalJDPnt I 

was advised that it had circulated in response to ''concems raised 

durin] the first production". No specifics were given in this 

infonnal conversation. Vague references were made to sane 

constemation atoong participants of the first production related to 

clarifyirg roles. 

other than organizirg one or two workshops on lightirg arxi 

makeup (a description of the latter is provided in Olapter One) the 

histoey of the theatre club blurs in djSOJSSion with club members. It 

bleros with mem:>ries of the club's first production for those who 

participated in it. 

Context From 'Ihe Club's First And Secorrl Productions: 

'!here is sane difficulty in provid.irg a description of what 

context the first production afforded participants since they did not 

refer to that experience in meetings generally. Since this 

reconstruction of their context is reliant on statements made later in 

my presence, this offers only a few impressions of various contexts 

participants derived. On two "social occasions", during Eileen's chat 
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with cam at my haDe in July, am then dur]Ig cast parties, references 

were made to "the adventure" of the first production. Description of 

the experience had an air of storyteller, of regaling an audience. 

'lhe story told consistently focused on the events of the last 

evening of the production. A Sl'lCM stonn had inmd:>ilized the 

countryside ani they had "lost" the lighting person am the director 

who had a small part in the play. 'Ihe there emel:tJllg fran the story 

was the initial chaos experienced which was followed by their 

concerted, unified efforts to present the play. 'lhe group's unified 

errleavor produced a st:.aminq ovation fran the audience ani a 

thrilling 1 happy eniing to their story • 

'!his leads to a secorrl impression suggested in an interview with 

one of the participants of both productions: 

- 'Ihe way the group becanes so cohesive. Everybody who's not 
involved, they appear so out of it that it's bani to deal with 
sanebody outside the group after awhile. To start with the 
rehearsals are a little awkward cause nobcx:iy knew one another. 
You'd hardly talk to them and it was just sort of strange. But 
as you went on you becaire that character toore, you even talked to 
other people as if you were those characters. It's very strange. 
Sane't:hirg I hadn't done before I guess. Joy) S-23-p.4. 

Discernible, again, in this description is an initial stage of 

tmeertainty followed by intense certainty. ('Ihe possible nature of 

intense certainty through group cohesion will be considered in the 

next segment arrl throughout the five Act-Plays.) 'lhe experience of 

the first production may have suggested a similar pattern of prcx::ess 

was the "nonn" for theatrical productions. cam was to hint at that on 

toore than one occasion affi.nnirg this context: 

-Well to me, it's coming together as well as one can expect or 
plan these things. cam) s-6-0l. 
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Prior to leavin:J this ''Ioontage" of participants' context related 

to a history of the theatre club, there are two interestin:J 

highlights. 'Ihe first is linked to the play chosen for the first 

production. I have not named the play, for reasons related to 

confidentiality. Hot¥ever, it is nest llrportant to note that the 

context of the play dealt with drl.ldren rebellin:J fran their parents 

"traditional, old ways". '!his theme, with a slightly different 

inflection, eventually daninated the "play'' created through this 

project. IBta analysis suggests these choices were linked with 

participants • experience of ananic conditions in relation to the 

community. 

A secom note worthy of mention is that a small production 

sponsored by the club was rarely acknowledged. '!his was the case 

despite the fact that, five of those participatin:J in the theatre 

project were dedicatin:J time to this secom production for a 

children • s organization. Evincirg this is a quotation fran the 

president of the theatre club at the time. In this statement she 

refers to the theatre project as the secom production, ignorirg the 

smaller production c:::ont>letely. 

- Arrl I was worried. About hurtin:J the club, if we - if the 
production was bad. I mean, this is the secon:l production we •ve 
ever done. Eil) N-27-p.12. 

'1he five participants of that secom smaller production brought 

their experiences with them as context, but they did so largely as 

inii.viduals. No fonnal dj scussions, no sharin:J of insights took place 

within meetirgs for this theatre project. In that sense, even the 

brief "history" of the club was apparently disjunctive, a set of 
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intense ani isolated experiences even for those who shared each 

experience. 

COntext For 'lhe ''Heritage" 'lheatre Project: 

In teJ:ms of recx:>nst.ructi events fran which the theatre project 

emerged, a few participants referred to a f'urxling proposal in the 

first meetings I atterxied. Ostensibly, the project was initiated by 

two of the original club members. In February, 1985 they requested 

permission from club members to apply for a provincial heritage 

grant to create a play about the history of the conm.mity. 

Several participants indicated a similar response to the 

suggestion of applyirg for a grant. '!heir reconstruction of the 

events suggested that they were happy with the notion of participants 

showing such initiative ani did not wish to discourage such 

IOOtivation. However, apparently several club members did not consider 

thoroughly the contents of the application at the time it was 

proposed. '!hey did not believe f'urxling was a possibility. (See 

Apperrli.ces, Section One for a copy of what was on file with the Club 

as the original application for f'urxling. ) 

- Oh that was at a meeting. It came up that there was a grant 
available for Heritage Plays ani it soun:ied like it was the only 
one available in the Province. So we said, "SUre apply for it. 
We'll never get it ••• " '!here it was. It seemed like a lot. I 
frankly thought it was beyon:i us. But ••• " Joy) S-23-p.l. 

When participants later spoke of "the success" of :receivirg the 

grant, their tones were the same as those they used to describe the 

perfonnance during the snow stonn. 'lhese were tones of adventure 

against the odds. However, intennixed with this tonal quality were 
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description of CXllllin.;J to tenns with the inplication of~ faced 

with an ambitious urXiert:a1d.rq. '!hey were now faced with writirg am 

presenting a play inmediately after the club had barely finished 

putti:rg on 11 its" first production. 

-Ani like Anna said, "I never thought we'd get it or I TNOUl.dn't 
have voted for it". She said, "I just went along''. She said, 
"I'd have argued a lot, - but, I just. • • it just never occurred 
to me we'd even get it. So she paid little or no attention to 
their proposal. N-p.19. 

'Ibis 1 awroximates the 1'birth11 Of the theatre project. '!he study 

assumes that club members considered the theatre project "real" when 

they received official acknowledgment in the sprirg of 1985 that 

f\.n'rlirg had been granted to the club. It was at that point that 

irdividuals, beyon:l the two originators of the grant awlication 

became concretely involved in shaping the theatre project through 

their interactions. 

Prior to proceeding with data analysis describirg participants' 

interactions which began to shape the theatre project, it is most 

iirportant to enphasize a distinction between the first am secom 

reference points. A brief description of the theatre project which 

focuses on when people became involved will assist in illuminatirg a 

distinction. 

'!he theatre project began with creation of the f\.n'rlirg 

application in February 1985. It ended for the most part with the 

final perfonnance on October 12, 1985. ('Ihe study extemed until 

December 5, 1985 with completion of the final "fonnal" interview.) 

Most of the activity associated with the theatre project took place 

during sane thirty meetings, fran late May 1985 until the three 
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October perfonnanoes. OVer this period of time sixteen group members 

participated intensively. ('!his number does not include cam as an 

"art:side" director, nor myself as art:side participant. Neither 

st:aqeharxm who atten:ied only the dress rehearsals ani the final 

perfonnance, nor ushers have been included in this number.) 

Dlrirq the project there were considerable cani.ngs, ani goirqs. 

When the words "participants" or "group members" are used it must be 

remembered that this is to describe a "floating" set of people. For 

e.xanple, of those who were with the project fran beginning to en:i 

virtually no one att:enied fNer:1 single meeting. 

In addition, those who participated did not all begin together. 

- 'lhe people that we have in the play right now - a lot of them 
didn •t cane to the regular meetirqs we had this SUll1l'OOr. It was 
like that before. It just didn't seem like there were many of 
us. Jim) Q-1-p.ll. 

'Ihr:ee began approximately half way through the project. '!he stage 

manager joined roughly two thirds of the way through. One actor was 

asked to participate within the final two weeks of the project. Two 

people who began with the project were no longer directly involved by 

the en:i. 

As irrlicated previously, some had not been involved with the 

theatre club prior to this project. Several participants may never 

have had any direct contact with the original grant application ani 

very little sense of the theatre club. Context of the theatre club 

for these people would have had an intirect influence on them at :roost, 

through their interactions with participants who had been influenced 

by context with the theatre club. 
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In contrast, the first reference point, "the community" was 

context for all participants no matter when ani how they became part 

of the theatre project. Although sane had limited involvement with 

the theatre club ani the fi.lrrlirg application, all participants brought 

with them atoon;r other experiences ani meanirgs a sense of their 

relationship with the carmmity, initial senses of relationships cuoong 

themselves ani to "theatre" generally. 

mTA INDICATING REI.ATIONAL STARriNG :oomrs FOR PARI'ICIPANTS 

Descriptions of participants • contexts concerning the ccmnunity 

ani the theatre club were general in the first segment. 'Ihese 

descriptions did not entirely locate participants as in:tividuals 

within "the picture". '!his segment is intended to corwey starting 

points of meaning which participants held prior to meanirgs emerging 

fran their theatre project interactions. 

At the heart of the study is an en:ieavor to 1.l1'Xierstarxi 

participants' sense of their relationship to "the carmmity", to 

themselves as participants in the project ani to "theatre". '!heir 

actions ani chargirq responses in construction of this project bring 

these three elements of their meaning together. In particular this 

segment focuses on experiences arrl meanings of relationships which 

in:tividuals brought with them to the first meetirqs of the project. 

Once more, given the need to approach this as a reconstruction, 

there is admittedly sane difficulty in separating out meanirgs they 

held before they began to focus specifically on the theatre project. 

'!his also includes, therefore, their initial actions related to the 
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project. Rlch of these data derives fran both the first set of 

interviews with each of the group members am data fran meetirgs of a 

"reconstructive" nature. Key to this reconstruction was deloograpti.c 

data collecte:i. 

Primarily through the interviews, a series of deno:p::apti.c data 

was collecte:i. Data included intividuals' age, marital status, 

occupation, am ethnicity. More specifically concerned with possible 

relationships to the ccmnunity, birthplaces were identified. '!hose 

not bom in the town were asked how they came to the ccmnunity, their 

occupation, their family. In addition, participants were encouraged 

to talk of their hobbies am activities, a very few of which connected 

them to other organizations in the town. 

Conversations during interviews also included what interest am 

experience intividuals had with theatre or drama. As a part of that 

discourse, intividuals described how am whether they had become 

involved in the theatre club an:i then specifically with this Heritage 

Project. (See the Apperdices, Section 'Ihree, "casts Of Cl'laracters" 

for brief descriptions of intividuals including listirgs of 

'!he demographic data inticated two distinct pattems conceming 

participants • ties with the community. '!he majority of participants 

were not fran the ccmnunity. '!hat is, eleven of the sixteen core 
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participants came fran other ccmmmities. In the "group" of five who 

had been bom ani raised in Goetheim four had left for a substantial 

period of time before retumirg. 

Fourteen of the sixteen participants had also lived in at least 

two other places. '!he majority of participants had only It¥JVed to the 

ccmmmity (or returned to it) within the last three years. (See 

Appendices, Section 'lhree, "casts Of Olaracters".) 

- Since I've been living back here I'm seeing it fran different 
eyes. Eil) A-8-p.5. 

Despite being a100ng those who had lived longest in Goetheim, 

in the process of :researdrl.ng the play, one of the participants who 

had It¥JVed to Goetheim eight years before still expressed discanfort 

with her role in the project ani a sense of distance fran the 

ccmm.mi.ty: 

- '!hat's why I feel so inadequate. I'm not fran aroui'rl here. Arm) 
J-11-47. 

When asked, the majority of those interviewed did identify a 

religion either catholic or United, but then declared that they were 

non-practicing or added sudl words as ''United <llurdl, I guess". only 

one of those who participated throughout the entire project stated 

that she was catholic an:i practicing her faith. TWo other 

participants joining the project after the halfway mark were 

practicing their faith, one being with the catholic dlurdl, the other 

with the United <llurdl. 

Participants then, were not "fran the area", nor did many have 

the same cultural backg:rourxi as "the canmmity". In fact, there was 
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tremerdous diversity even ClllD'q participants with differences in 

ethnicity, age, ocaJpation, an:l educational, backgroln'Xi. For exanple, 

there were bJo high school students, a veterinarian, a hanemaker, a 

teacher in the public school system ani a teacher's aide in the 

catholic school system, a nurse ani two agricultural ergineers. 

other than two familial relationships ani three people who knew 

each other fran work, there were not many lcnJ tenn established 

relationships ClllD'q these people. Joyce's description of the group 

which atte.nied the meetirg to initiate the club was an apt description 

as well of project participants: 

- '1his was a whole canpletely different group of people with 
carpletely diverse back.g:rourrls. Like you name it. '!hey were 
there. Joy) S-23-p. 4. 

However, these were not for the most part the same group as Joyce 

reveals in her description of the club's first meetin:.J: 

-Actually there's only three to four people fran that first 
meetin:.J still involved, [laughs]. '!here were quite a few people 
fran out of town. 
Joy) S-28-p.2. 

'1his was at least in large part a new set of "different" people. 

To detennine whether, at the outset of the project imi.viduals 

brought any points of ccmnonality with them I reviewed deiTOgZaphic 

data they had offered. A survey of this data revealed that many 

participants listed a variety of interests during the interviews. 

'!hey appeared to be highly active people with diverse sets of 

interests. However, in pursuit of these various hobbies participants 

imi.cated they had not previously crossed paths with each other. 

- I probably wouldn •t have met these people. • • I didn •t know them 
at all. Ann) A-1-p.lS. 
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-Am with this drama business, ever since I started this, like 
there wasn't anybc:dy, other than Della, that I knew before am 
I •ve made saoe really good frierx3s since then that I TNOUl.d never 
probably meet in cmtinaey' life - like what I was doin1 before. 
Ien) S-6-p.lO. 

'lhe intez:view data also divulged that even past experience with 

"theatre" was not a CXlll1IOOll thread for participants. Many had little 

or no prior experience with aey fonnal theatre beyon:i sc:h.ool 

experiences. '!heir inexperience with theatre was, if anyt:h.irxJ, an odd 

sort of c:xmoon grourxi. 

- ••• [Fran this project I leamed] quite a bit of theatre stuff as 
a ma.tter of fact. Because I didn't know anyt:h.irxJ about it at 
all. Eil) N-27-p.l4. 

- 'lhe overall objective? We're so young, I don't think we have 
one. Madeleine, we've only done one play. Eil) A-8-p.18. 

- We just don't have that expertise. Jim) A-18-540. 

In consideration of data, a most striking fonn of "c:xmoon grourxi" 

arocmg participants emerged. canmon grourxi among irrlividuals joining 

the project arose specifically from being "transplants" to Goetheim. 

'lhrough collection of deoographic data arxl oiXJoing statements from 

participants, it became apparent that a majority of those who joined 

the project initially brought with them a sense of distinction between 

themselves as irrlividuals arxl "the community". 

Participants • Distinctions Between 'lhemsel ves And '!he Community 

Description of "the camnunity" in the first segment was general, 

excluding participants' sense of relationship to "the" communi.ty from 

the picture. Based on data analysis, the Mobile-framework assumes 

that each participant came to the theatre project with a consistently 

held view of his or her relationship with "the cx:mnunity". 
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As described in the introducto:cy segment, the study has cane to 

rely a1 the assunption that at the outset of the project virtually all 

of the participants brought with them a sense of beirg outsiders to a 

conservative, hato;Jeneous community am thereby they experienced 

ananic c:xnlitions. Given that the nmnber am Jdnjs of links with the 

community varied with each irrli.vidual, participants held this meanirg 

of their relationship to the community in differirg intensities. '!his 

subsection explores in toore detail data which led to assunptions about 

participants' sense of the community as irrli.viduals. 

Despite comi.rg together to create a play about the histo:cy of the 

community, most were not fran the community. '!bey were remin:led 

st:rorgly of this in the process of researching arxi creating the play: 

- Yes, but I or we who are not fran here, what can we say? 
Arm) J-11-19. 

Although data upon which the study relies is fran irrli.viduals already 

ergaged in the process, the data suggests that these are impressions 

intividuals had held for sane time. 

In addition to describing Goetheim as a wealthy fanning 

community, participants attributed certain other comitions in the 

ccmnunity to this wealth. Several participants suggested that 

children did not teni to leave the community as in other fanning 

communities for there were sufficient f1.lnis to purchase additional 

fannlan:ls or to set them up in town businesses. 

Scme participants aceotmted in this way for their perception of 

the town am area as a relatively homogeneous Gennan catholic 
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c:x:mmmity. '1he study did not entertain resources to confinn this 

perception. Most significant for the purposes of the study was 

participants' sense of the haoogeneity of the cxmnunity am a sense of 

bein:J outsiders to that haoogeneity. 

Based on data collected fran infonnal di SOJSSions ait¥:01 

participants they experienced this haoogeneity as resulting in a 

limited tolerance for non-German catholic people am change generally. 

- I've never been It¥:):re minoritied than in this town ••• '!his town 
scares Ire sanetimes. S-6-1031. 

Discussions conceminq issues of intolerance took place on at least 

two separate cx::x::asions. Both of these cx::x::asions occurred within 

infonnal settirgs. Given this setting, data collected was limited. 

One participant in particular spoke of job discrimination. She 

stated that she had fourrl it difficult to obtain a job because she was 

not catholic. 'lhe same participant referred to an experience with one 

set of neighbours. When first IOOVing into the neighbourhood she 

described having a relatively frien:lly relationship with her 

neighbours. She then described one day when she had inlicated in 

passing during an "over the backyard fence" chat with them that she 

was not catholic am that was why she had not been attending their 

church. '!hereafter, she stated they literally never spoke to her 

again. 

your neighbours won't talk to you? Because I'm not catholic. 
Participant) Period? Mad) Period. Participant) S-6-1028. 

(Additional data concen'linq these two diSOJSSions are provided in 

chronological fashion in remairrl.rg pieces of the Mobile-framework.) 

other participants while not providing such graphic incidents spoke 
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of feelirg like outsiders, feelirg awkward am ill at ease about their 

behavioor, feelirg restricted. 

- I'm so glad you said that. You were a member of the catholic 
church right? SO we can just wait for you to say those t.hi.n:.;Js we 
~- J-22-106. 

rurirg these informal dj SOJSSions participants suggested that the 

carm.mity had little to offer them. 

At formal meetings participants spoke several times of the few 

activities available in the community. Many irxticated that cxmnunity 

activities were limited mainly to a few organized sports: 

- '!his town is really heavy on hockey am baseball. A-27-p.28. 
- But it's, it's a real, um it's a real sports town. Like the 

sports facility is always used, whereas the theatre is often 
not... It's just nice to have sanething ••• a little cultural 
[laughing a little]. N-27-p.4. 

In addition, sane described frustration with limited community support 

for new initiatives, for innovation, or sinply any activities: 

- It soun:led like sanething the town needed am I wanted to see it 
get qoirg. '!he only way to get it going was to get involved in 
it because no one else seemed to be. o-1-p. 3. 

- '!bat's why I wanted to do the phoning thing. Boy, that's 
Goetheim for you. 5aneone coming fran Saskatoon [participant 
observer] an::l you can't get four people fran Goetheim. 
J-11-64. 

-Ani the other part was that this town notoriously doesn't attend 
functions. (Pause] Now, I mean. A hurxired an::l sixty or two 
hurxired people do. Consistently. But that's about it. It 
doesn't really matter what "sport" you're talking about. '!hey 
just don't atteni. Ani uh, it's really hard to get over that, 
that sort of limit. o-1-p.J. 

- OUr first play was a success as far as Goetheim goes. 
A-27-p.28. 

- '!here's not too much of that sort of thing in town. '!here's a 
few people, the people that are in the club noN ••• that have 
wanted it for a long time, but, have just sort of finally gotten 
it together. N-27-p. 4. 

'lhese views of the community were held by many members of the 

group prior to joining the project. As such, participants held these 
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views imi.vidually. It was not \D'ltil. later through expressirg ani 

sharinj'this sense of the cxmnunity that they held them in CXIl1IOOll 

through articulation. 

'!here are several imi.cations in dj SOJSSions after the outset 

of the project that imi.viduals had experienced the ccmmmity as 

repressive, disapp:rovinj of various fonns of expressivity. '!his was 

disa.JSSEd in tenns of the history of the area by the participants who 

had been raised in the ccmmmity: 

- Did anyth.irg tum this town on its heels? cam) I don't think the 
town. • • '1he church wouldn • t let it happen. 
'!here was sane laughter, sane silence. ] Participant) [Paraphrased 
fran participant observation notes.] J-11-32a. 

-You didn't fin:l out things directly because of pride. J-11-29. 
- We all sensed sanethin:j was happening. • • J-11-33. 

A later diSOJSSion transposed this perception to nroem day life 

in the area. 

- We were talking ani joking, ''What has ever happened in Goetheim? 
Nothing. We wouldn't allow it to happen here." ['!he participant, 
apparently forgettirg the original statement substitutes ''we" for 
"the Church". '!here's a certain tnrth to that - a lot of tnrth 
to that. Ani part of the reason, part of the way nothirg is 
allowed to happen here is just by, "Shut up. D::>n • t you ever show 
the closets, the skeletons." A-24-605. 

- What was good about it? I guess maybe beinj away fran Goetheim ••• 
I wanted to meet new people ••• One of the fun things for me is 
just explorinj. S-13-p. 5. ['!his person was reflectin] on what was 
good about gain] away to school for a year. ] 

Interestin]ly, imi.cations of imi.viduals' sense of "the 

ccmnunity's disapproval" had been expressed prior to the project 

within theatre club activities in tenns of past choices of plays: 

- I was goirg to do a play about hona;exuals in catholic Goetheim 
[laughirg]. I mean, it wasn't a play about hanosexuals. He just 
happened to be gay. • • • Nothing happened with it. Unm. '!hey 
(pause] a few people, worried that I might even be serious. You 
know, oh no. '!hey just had fits. '!he whole group just had fits. 
N-27-p.13. 
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'!his meanin:J of ccmnunity as audience was to shape drastically 

participants' interactions related to contents of the play as 

disclosed in the five Act-Plays. 

Interests Participants Expressed Related To Involvement In '!be Project 

In tenns of what sense of relationship with the cxmnunity, 

participants brought at the outset of the project, much of these data 

came fran interviews. In particular this data emerged in 

participants' description of why they had becane involved in the 

theatre club or this particular project. 

- Because for isolation, the only other two worse places would be 
the Antartic or the Sahara. S-13-p. 29. 

- I was lonely ani depressed. A-27-p. 26. 
- It's just experience ani its just sanething for an outlet.-

othel:wise I would have nothing. You say "outlet", what do you 
mean by that? Mad) My energy, just - whew • • • Because when after 
I do that scene with Jessie, I'm exhausted every time, al..Ioost 
every time. It's the only thing I focus full energy on. Like I 
never focus full energy on work at hane because after eight years 
it just loses its appeal. Ani even when I work at the restaurant 
I don't do that because I can't see reasons for it. S-13-p.32. 

- 'lhere' s not much of that sort of thing in tc:rwn [cultural events] • 
'lhere' s a few people, the people that are in the club now. • • that 
have wanted it for a long time, but, have just sort of finally 
gotten it together. But there are those in the ccmnunity that 
really want to, ani really enjoy that sort of thing. Ani those 
that enjoy doing it too. N-27-p. 4. 

Emerging fran data analysis it appears that imividuals brought 

with them to the project at least two desires related to their sense 

of relationship with the cxmnunity. 'Ihe first articulated was a 

desire to express oneself through exploration. Most often this was 

described in tenns of the opportunity to "be someone else" by acting 

in various roles. 
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While several participants used a similar expression, quotations 

which follow are fran a sirgle participant. '!his series, while 

len;thy, epitanizes a number of different elements an:i relationships 

expressed by others: 

- I just like to perfonn in front of people. I like that aspect of 
it. I don't know if its really - if a guy likes to pretern he's 
saneone else, but tryirg to fit yourself so that you're saneone 
else. Sane't:hirg like that. Deep, eh? [laughs]. A-1-p.3. 

- You don't notice at the time. At the time you're doi.rg it - you 
are saneone else. - If you are really into it. You know when 
you •re not ani then its not good. But after you look at yourself 
an:i you can just feel it an:i you know that you •ve been saneone 
else an:i that you've convinced people. S-13-p.3. 

- ••• My father's always saneone else. Participant) What's 
attractive about beirg sanelxxiy else? Mad) Well, when you live in 
Goetheim, I guess. • • When you try. . • I don • t know. - It • s hard 
to explain what's attractive about bei.n; saneone else. Hmmm. It 
may cane to me. I've never really realized - analyzed it 
before. • • I just can •t get a harrlle on it. It • s just m:>re 
natural, spontaneous. Participant) S-13-p. 28. 

- Maybe I just like actirg someone else • s life. Participant) 
Q-4-p.13. 

Even the participant's expression of the tacit nature of valuing the 

desire to "be saneone else" an:i the struggle to answer in the 

i.ntet:view reflects similar experience with other participants. 

Based on consideration of data both fran observi.rg participants' 

later interactions, an:i from interviews with them I have cane to 

assume that participants fourx:t it oddly enough, a fonn of 

self-expression to "be sanelxxiy else". It was viewed as an act of 

exploration. By doing so they would be afforded an opporbmity to 

explore actions an:i meanirgs they would not otherwise risk explori.rg 

partio.ll.arly given their sense of relationship with this CClll1llllllity. 

In addition to the opporbmity to "be saneone else", participants 

also irxlicated that they became initially involved with the club or 
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this project with the expectation of experiencing cohesiveness of a 

group. In other words, sane inli.viduals brought with them an 

expectation of firxlin;J a sense of a:mnunity which the larger a:mnunity 

did not offer them. 

'lhose who brought this expectation with them appeared to do so 

havi.rg experienced this while involved in the first production of the 

club. Once 100re, because lerYJtby quotations iniicate a number of 

elements involved, only bJo participants' descriptions are included. 

- 'Ibis was a whole completely different group of people with 
completely diverse backgroun:ls. Like you name it. '!hey were 
there. Ani you got - then you fOlll'Xi you had a lot in cx:moon 
with them am you had a lot of fun together. '!bat part of it was 
probably the biggest t:hing I got out of it. '!he way the group 
becanes so cx:hesive. Everybody who • s not involved, they appear 
so out of it that it's hard to deal with somebody outside the 
group after awhile. To start with the rehearsals are a little 
awkward cause nobody knew one another. You'd hardly talk to them 
am it was just sort of S't.ran3e. But as you went on you became 
that character 100re, you even talked to other people as if you 
were those characters. It • s very S't.ran3e. Sanet:hing I hadn •t 
done before I guess. S-23-p.4. 

- Well, you get to fin:l out - even just rehearsing. You learn to 
know haN far you trust them - or if you can trust them. Or how 
loyal they're going to be. Like, say, if anything would happen, 
if you would bla,.,r a line - would they jump right in to oover up 
for you or would they let you st:arrl there arrl get embarrassed. 
Ani you can after bei.rg with them for a while you can k:ird of 
feel this out. Ani with this drama business, ever since I 
started this, like there wasn • t anybcx:ly, other than Della, that I 
knew before arrl I've made sane really gocxi friems since then 
that I would never probably meet in ordinary life - like what I 
was doing before. S-6-p.lO. 

- Ani when it was over we were all so happy arrl thinking "God, now 
its over we don't have to worry for a lorg time. Arrl then 
saneone mentioned p.Itting on a spring production arrl I thought, 
"Oh Irr:f God, there • s no way!" '!hen we were told, "You don •t have 
to be involved in every production, but danmit, there was no way 
they were going to put on a production without me. No matter haN 
bumt out I was, I was still going to be there. S-6-p.lJ-14. 

'lhese bJo interests which participants expressed as bringing with 

them in their initial involvement with the project, the desire to "be 
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saneone else" ani a desire for intense experience with a cohesive 

group, suggested a desire to act. Many i.rdividuals expressed the 

belief that virtually all those atterrling wished to participate as 

actors. '!his was often suggested by participants through irxiirect 

means. For exanple, one participant, Anna expressed this belief by 

offerin:j to take on other jobs because she had ''had her shot". '!bat 

is, she had already had a major role in the first production ani ought 

to shoulder responsibility for less desirable tasks such as 

praootional work. 

'!his assumption appears to have been a holdover for sane fran the 

first meetirg of the club. At that meetirq most of those present 

apparently i.rdicated that they did wish to take on an actin:] role: 

- Everybody wanted to act. But they said no one was goin:j to drop 
out just because they don •t happen to get a role [laughs) the 
first time arourn. Ann) A-l-p.16. 

In spite of this assumption held by several participants, within 

a feM meetings it became apparent that sane did not wish to act in the 

production. In addition, even am:mg those who wished to act, they did 

not appear to hold a common ~ of priorities in their actions. 

Knowirg that few i.rdividuals brought extensive theatre experience with 

them at the begirming of the project, it was important to discover 

what meanings, what priorities they did bring initially to their 

actions. 

Participants• Orientations In Activity 

When I first entered the field, within a few meetings it became 

readily apparent that participants did not have a "static culture". 
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'!hey did not all hold precisely the same sense of direction for the 

project. 'Ib U1'Xierst.ard what meanirg they were~, I began to 

watch for "signs of subgroups". '!his was at a time when I was still 

focused on searchi.Ig for "the structure" of "the group". Although 

many participants apparently did wish to act, this was difficult to 

express because there were no scripts. People were uncertain of how 

actin:J ":roles" would be obtained. 

When searchi.Ig for subgroups, data analysis posed an alternate 

framework for considering what meanings irdividuals brought to the 

project in terms of two reference points, "conmmity" ani "theatre". 

'1h:rough participant observation ard intezviews emerged four 

"orientations" which participants brought initially to their 

interactions in the project. At least two of these are suggested in 

one participant's description of the club's first meeting: 

- '!here was quite a wide variety in what people wanted to do. I guess 
a lot of people wanted to act but there was a lot of - people like 
Jo who had no desire to act whatsoever. Ani A1 had no desire. But 
that was probably the motivation for a lot of people. Sane people 
just want to see drama. Joy) S-23-p.J. 

Descriptions of the subgroups or four "orientations" developed 

fran participant observation ani intezviews were based upon each 

inlividuals' presented view of self in relationship to the "group", 

the project, or contexts associated with theatre. '!heir orientation 

appears to shape at the very least irrlividuals' ideas of purpose, ani 

thereby their actions in relation to the theatre project. 

Participants' four orientations emerging from fieldwork data 

analysis were as follows: a)Organizational Developers (including a 
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plblic relations - P.R. Person); b) SOcially-Motivated Persons; 

c)Serious Actors; am d)Pranksters. As emerging fran data analysis, 

descriptions of irdi.viduals • orientations when becani.ni involved in 

the theatre project have been summarized. 

Organizational Developers: 

In:li.viduals who brought this orientation to their activities 

tenied to associate "theatre" with several concepts includirg 

ccmmmity, need, culture am fun. 'lhese irdi.viduals also apparently 

highly valued creativity while assuming they were not creatively 

"gifted". 

'lhey described activities in tenns of ccmmmity development am 

group development. 'lheir awareness of leanrl.ng appeared to emerge in 

this cxmtext. In contrast to other imividuals, organizers appeared 

to be llDre in:iepement learners seeking infonnation fran a wide 

variety of sources includirg written resource material. 'Ihese 

irdi.viduals ten:led to recognize am explore assumptions llDre than 

other participants except those with "prankster" orientations. 'lhose 

with this orientation also seemed to have a relatively high level of 

confidence. 

- It sourrled like sanething the town needed am I wanted to see it 
get going. 'lhe only way to get it going was to get involved in 
it because no one else seemed to be. o-1-p. 3. 

- But I wasn't too keen on acting. But I tried anyway. Ani I was 
quite relieved when I didn't get the part. So I thought, "I'll 
work backstage. I'll leam how to make the theatre work. 
Q-l-p.7. 

-A lot of people have told me I'm a gcxxl organizer am so 
efficient. I know what areas I'm gcxxl at ani that's researching 
out or digging out or trying to fini people or fini sorgs or 
sanething like that. So I figured I'd be llDre beneficial there 
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than worryin; about lines. '!hey can get miserable for eveeybody 
else. S-28-p.6. 

- I want the information ani resources that other people have. I 
want to be able to share our experience ani resources ••• But I 
want us to be involved in the whole drama, arts cul'b.lre of 
saskatchewan. A-27-p. 28. 

- Uh. • • there • s a word for it. Sanebody who • s there to provide 
optimism ani en:xnragement. • • When everybody else is gettirg down 
in the group ani ge1:ti.Jx.J ready to give up, I '11 just qo aver ani 
sort of nudge them. Ani keep them interested ani keep • em qoirg. 
Jim) Q-l-p.25. 

Although it is difficult to detennine fran the data, it would 

~ that those with this orientation terded to act with lorg tenn 

goals in mird. However, their lorg tenn ccmnitment was not 

necessarily to this organization. Organizational developers seemed 

generally "less intense", nore low-key than JOOSt of the individuals 

participatin;. '!hey all had a strong sense of hUIOOr. 

Within a set of individuals with similar orientations, there was 

one person whose orientation had an additionally strorg concern with 

public relations or "P.R. " 

- What would you like to do for the - Mad) P.R. person. 
Recruitin;J officer ••• Uh, I'd like to do, a lot, a lot of, uh., 
organizin;. sane workshops naybe. And get sane, I, I'd really 
like to get a big workshop into st. I.llke's sane time. sane year. 
It's a perfect place for that kind of thing. I think I'd like to 
probably prcm:>te the whole concept of, of teachirg a little 
bit... ani that kind of thing where it could spread out into the 
carmun.ity a little bit mre. '!hat kind of stuff I'd like to do. 
N-27-p.l6. 

- I'm a business person. I'd like to do the business with drama, 
not the actin;. 

'!his individual had as high a level of concern for administrative 

order as other organizational developers. However, this concern with 

administrative order was invaded occasionally by intense concern with 

a need for intimacy ani high regard from other participants. 
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In contrast with other i.n:lividuals • oriented towards 

organizational developnent, this i.n:lividual was extremely intense. 

- An:i keepirg in mird I get so involved in this project, tryirg to 
keep in mird its a hobby for sane people ••• Nothing's a hobby for 
me. A joo, or recreation, or a sport. I pursue it all with the 
same intensity. I'll give as nuch to the play as I'll give to 
Jalm at IIr;{ job on Mon:2y. N-27-p.25. 

One of this i.n:lividual 's prime concems was to maintain appearances of 

good will within the group an:l between the group an:l the community. 

'1he i.n:lividual appeared to excel at recognizing opporb.mities for the 

theatre club to make bridges with the community. 

'!his i.n:lividual 's long tenn ccmnitment was to ccmnunity 

developnent. '1he person was highly ccmnitted in the short nm to the 

theatre club. However, the participant was also extremely active in 

other organizations, so tl1at the ccmnitment to this one could 

abruptly ern at the em of any project. 

In early stages of the project this person was to have a major 

inpact on participants' interactions, particularly as a morale 

booster. '!his effect waned when the script was created an:l after 

several revisions were made to it. '!his i.n:lividual appeared to be 

searcl'lirg for a "strorg leadership style" in the context of a tense 

an:l shiftirg "collective". 

Socially Motivated Persons: 

Imividuals whose statements suggested this as their primary 

orientation tended to associate theatre with a number of diverse 

concepts. However, most clearly they identify their presence with the 

theatre project as socially motivated. '!hey expressed a desire to 
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have fun in meeti.rg people while doi.rg tllin;r.; together or bei.rg with 

people ani bei.rg recognized. At least one person spoke in contrast 

with the organizational orientation. 

-Well it just seemed aver organized to me. I don't know. - I 
just don't like over-organized tllin;r.;. It gets to be you go 
to these meetirv:Js ani people are arguin; over sanet:hi.rq that's 
really minor. • • Bil) S-27-p. 3. 

Al.Ioost all in:tividuals oriented in this fashion described 

themselves as taking on activities because of boredan or havi.rg 

limited connections with people. 'lheatre was sinply one avenue of 

activity pursued. When providing both "social profile" ani "group 

intimacy'', theatre activity may have offered especially attractive 

opportunities for those socially motivated. 

ruri.rg the interviews it appeared that there were two slightly 

different affinities for those who acted fran this orientation. For 

exanple, one person was primarily focuse.d on "the social" in tenns of 

an ability to entertain. 'Ibis person had been used to a large city 

with a large network of friems. Acting provided this particular 

in:tividual with a "high profile" to make connections quickly. 

- I really don't know what it is ... I like getting up on the stage 
ani the applause ani everyt.hing'. But I think I said it before 
when I said it was a social t:hi.rq. It was a gocxi way to meet 
people. Arrl it's really worked out gocxi that way. S-27-p. 4. 

- I had toore fun doing that ani I met toore people doing that. I 
lived there the year before, this was my secorrl year there ani I 
was in this plays ani people were saying ''well who is this 
person? ••• Arrl after that I just had people stopping me on the 
street ani everyt.hing' it was - whew! Yeah, it was fun. 
S-27-p.l. ['lhe participant is describing a first experience with 
theatre in another small community. ] 

'Ibis in:li.vidual cultivated a "rac:onteur'' image, frequently 

telling stories to amuse people and to build 100ral~ within the group. 
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rich with dialogue ani or had a m:mologue structure. 

Both the of the stories and the manner in which the stories 

were told 0 0 cated a keen sense of ritual. In the interviews, the 

iniuctive 

leanti.rq style appeared to be that of an experiential, 

(t'Oach - leamirg by doing. All participants irdicated 

subgroup orientation emerged fran interviews which 

consisted of several people. 'Ibis set of irdividuals fOCUSEd on "the 

teJ:.'lDS of "things to do". Part of the value system these 

imividuals rought with them was "keeping busy" in a social, creative 

asked in the interview about their hobbies, these 

very lo~ lists. 

:ted to act and I had thought even of paint~. I paint. 
ion that? Well, I took a cxuple of painting classes 

ways loved art. o-4-p.s. 

s with this orientation appeared to be less intense 

""'"J.&---.. .. .&.-. am their interactions in meetings generally. 

statements in interviews suggested that they expressed 

considerably toore concem privately than they expressed in "public", 

that is, CW;Gt.:ISS.ions in large groups. Concerni.n:;;J their confidence, it 

seemed to dePE~ on how much experience they had with the subject or 

• When these imividuals worked on things with which 

iderable experience they were irrlependent. More 

frequently, er, at least in the instance of this project, they 

expressed a for clear guidance, structure in which to leam. 

orientation" tenied to devalue their own work by labelling it as a 
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hobby or crcll:!C. 'Ihey did associate "theatre", however, with two 

"art". 

value on "art" ani the special people associated with 

'!hE~ was sane tension for these iniividuals as observed in 

ions. While experiencin] a desire for social 

recx:lgl'lition, lack of confidence dj ssuaded them fran aspirin] to that 

4l..l.t'o-¥U.Y valued bell¥] a "serious actor''. Several became 

durin] the project with "the serious actors". 

iniividuals who had slightly nDre experience with 

o had reflected considerably on various fonns of 

theatre acti ities. Very quickly they were also acknowledged an:i 

er participants for their talent. Irrlividuals 

"Serious" · ·:viduals viewed themselves as extremely creative an:i 

act even if its a small part. S-13-p.23. 
- 'lhe nD characters I can play the nDre I guess I like it. You 

have to learn sanethinq with each new character you're tryin] to 
portray. S-13-p. 7. 

- What I ly want to do? I'd rather, I'd really like to just go 
straigh to drama school. IJ.ke not even - a university drama -
like a 1 of arts. N-29-p.1. 

- I to be an actress since I was nine or ten. Participant) 
What inportant about it? Mad) I liked to be the centre of 
attenti I was pretty sure - I could see myself on stage 
accept· the Oscar. Participant) A-1-p. 2. 

- It's easy to come up with ideas spontaneously but its also 
true t its not easy to lay yourself open in front of the rest 
of the I know' that sane of us have a harder time than 
others f us with that. For me, I foum myself, remarkably 
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canfa J.e once I qot into it, ''be.irq there'', arxi beirq up arxi 
doin;;r t kird of ~- N-28-p.1. 

- It's nr:1 ility to create, I guess ••• that's what I'm sl'lcJvlin;;r to 
other J.e. • • '!hat this is sane~ special that I can be arxi 
not fN can be. It SOUIXU; awful. ••• It's just a, its just a 
personal. J.ittl.e thirgs. But when you say it out J.oud [ J.aughs] • 
But I · that's a part of it artfWaY· N-28-p.3. 

,... .. 'Lol!!lo_ participants, in:lividual.s with this orientation 

lVe a beJ.ief system associated with theatre. '!heir 

systems consistently bore a profoum quality. 'Ibis 

profoum qual" ty was frequently reveal.ed through in:tividual.s • 

woul.d do. 

ir own aspirations concerning theatre: 

c:~n::mn. It's not anything J.ike a real. goal.. Ann) A-1-13. 
nr:1 phiJ.osophy is "If you have a chance at sanething -
"ts a dream - just go for it, cause the way I figure it 
~- ...... ~· .l.'o1 to J.ose. S-13-p.3. 
· d they try arxi break it down into scientific methodicaJ. 

<llt'Cnna schooJ.s] ani I just don • t. • • I hate that. I think 
osc:JDCly's a gocxi one. Jay) S-13-p.26. 

ief system reJ.ated to theatre was manifested in their 

f havirq "heroes" or roJ.e modeJ.s in theatre. 

didn 1 t have. • • I wanted to be a "Bernhardt" [Sarah] • 

tion often referred to what "professional. actors" 

~~·....-... the fact, these in:tividual.s were "keepers of 

ll\.U:n:a.JmB11 • '!hey would exhibit concentration on use of 

• '!hey acknowJ.edged a single desire to act rather 

preferences. One participant, for example, was IOOSt 
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interested · mre traditional constructions of theatre, theatre with 

a script arxi a director. Another aspired to be a starrl-up canic arxi 

expressed p erence for inprovisational approaches to theatre 

activities. 

· :viduals seemed JOOSt oriented towams images - creating 

le, arxi situations in rich detail. However, a keen 

sense of --~·~,~ arxi a kinesthetic sense were also required for miming. 

· rt:erview time was spent in the subjunctive with 

in:tividuals riented in this manner. Creation of "fantasies" appeared 

'!his was of 

· ficant part of their social interactions. '!hey had a 

ility to construct ard reconstruct connections quickly. 

t assistance to them both in improvisations ani in 

- It sense. 'lhe producer produces. In a professional 
product· on you're not arguing for your opinion, any :roore than 
you're there saying, "I think you • re left ann should be ••• " 
A-14-43 • 

Prankster 

'!here fewer participants beginning to interact fran this 

orientation. Nontheless this orientation emerged as a ~ one. 

Awareness of such an orientation emerged when I began to recognize a 

patt:enl in . ....wt-1.!!0-:r 

.o:u~ or skits with critique in them. In other words, 

they were or· towards satirical humour. '!hose who are described 

as p associated theatre with culture. However, in heavy 
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":th a ''highly valued notion" of theatre as culture was 

theatre as " ". 'nlat is, theatre as entertairnnent with a strong 

ilry'', pranks, mischievousness. '!hose who linked 

ranks did so through past connections with their family. 

am a little bit crazy ••• Wacky, crazy. You :know what I 
half a brick short of a load •••• P\111 of the 

devil... I guess, nr:f 100ther was always full of pranks. '!hat 
k:ird of · ani I guess because I always admired nr:f 100ther so 
nuch ani felt she gave so much enjoyment to so many people that I 
W\:Ul.d to want to copy her. Like she was the one who started 
mak:irg birthday cakes. She stitched up the shorts of 
the • S-6-p. 7. 

- I do nr:f other sister being cast as a witch in one play. 
Ani she disappointed in the part. So Mom was telling her how 
this d really make or break the play... 'Ihe cackling ani 
stuff to be done very well. So she practiced all the time. 
She used to hide in the basement ani practice her witch cackles 
ani I to be terrified [laughing] • Joy) Practicing on you? 
Mad) er. I was probably the JOOSt susceptible being the 
right • • • S-23-p.l-2. 

llege they have a - their awards night. Armually each 
on a skit. I don't know why at Awards Night. But 

~n:~l"'\n~lb gets their scholarships arrl the rest of us get to do 
skits. each class puts one on. Arrl uh, I got stuck the 
first Y' ozoganizing it for sane reason. cause nobody else 
W\:Ul.d priV'\::ahly. Arrl so it • s probably sanething that's bugging 
you or · hlJilX)rous is happening at the College or a series 
of littl th.irgs ••• [laughing] Arrl every year fran then on I got 
stuck wi it ••• I guess I can tell people where to go ani what 
classes. 

-We roostl , .uh, we were very sarcastic arrl hit belCM the belt a 
lot [la ] • 

-Just our subtle little hint about that item. I guess, everything 
that ed us about what was going on in the college, I guess. 

- People j got. • • a lot of times they were just strictly for 
h\.Btalr, uh an out - a way to let out sane of your 
frustrat"ons with th.irgs that were happening. A lot of the profs 
woold up ani talk to you afte:rwards. ''Yeah that was a good 
point Y' guys made about that." s-p.l-2. 
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o:viduals valued "acx::ept:able craziness" as a fonn of 

Although this may have limited connection, 

''pranksters" fran large families (of over eight) arrl were cnoorg 

0 

dren. '!hey described their families as terxtin:.J to 

praoot:e the i of bein:] "busy" arrl the importance of "doin:J 

scma1:hin.;J". this way they appeared to have a link with those of a 

put on". 

s with a prankster orientation, when describin:J people 

$CX'P8 of their activities was aimed at a broader range 

" participants. '!hey were interested arrl willin:] to do 

addition to acting. 'Ihese people consistently referred 

intimacy of "dramatic" groups enjoyin:J "seein:J drama 

Conv ions with pranksters often seemed to have a 

"conspirator· " quality. '!hose who had a prankster orientation had 

scma skill a critique arrl evaluation. '!his appeared to constitute a 

substantial of their social activity. Emphasis in a process of 

leaming for in:li.viduals with this orientation appeared to be related 

to discover· ''what was wrong" arrl then detennining various methods 

of drawi.rg a ion to the problem "to fix it". 

these irxiividuals' interest in critique was a tension. 

'!his tension lay between their association with the fun of a prank an:i 

the possibil 
0 

of bei.rg "publicly" embarrassed themselves. 
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lications Of Individuals • Orientations 

inplications of each orientation is that they brin; a 

focus to acti ities for irrli.viduals. Based on the theoretical 

this focus for irrlividuals 

suggested a ·on for action towards certainty ani away fran 

For those concerned with organization, action towards 

....... """""' structure in combination with developin; sense of 

group to provide sane sense of certainty. 

orientations towards socializirg expressed concem 

about of all Jdnjs. '1hese irdividuals apparently attained 

recognition experiencing a sense of group. 

a "serious" orientation towards the idea of theatre 

est:ed after a specific form of certainty. '!heir 

both fran key criteria for their own sense of 

excellence in perfonnance arrl from the :inunediacy of audience reaction 

being defined as audience at a particular time. 

Finally, pranksters expressed concerns of all kin:ls. For 

exanple, they appeared to be attuned to both inconsistencies in 

interactions discontent among participants. '!heir orientation led 

· :ty in several ways. 'lhese deperde.d on the 

irdividual' s $el'lSe of security or certainty conceming "the group" 

itself, arrl or her place in it. 

rurm; e project there were also inplications which resulted 

fran dif:e of orientation among participants related to searches 
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Before i.ntnxlucirg exanples of these differences, 

rtant point. Developnent of "subgroup orientation" 

rovided an analytical tool to un:1erstarxi different 

for irdividuals. It was another method by which I 

strove to un:~st:cun what irdividuals brought with them in tenns of 

ca'lSt:ruc:::ts which guided their initial actions. 

1!'!1....,.._...,,_ fitted within these descriptions. '!his is reflected 

.. _,,....,.. .... I of "sub-subgroupirgs". Participants all carried 

elements of :re than one orientation. For example, by the ern of 

dect there was irdication that each participant had 

·:viduals' pranks prior to the project emerged fran many 

quarters. 

rtations described, then, were int:errled to irdicate 

initial procl·:vities in irdividuals' actions. One might derive 

· analytic tool when considering those situations 

~-"!to"""- in orientation might cause sane tension arisirg fran 

irdividuals' 

sane felt v 

- Here it 
consti 
group. 
Well it 
these 
really 

ers with a different focus for their activities felt 

way more organized. You :know they've got the 
·on fran P.A. Players am everything am really fanned a 
questioned whether they really needed to do that ••• 

•ust seemed over-organized things. It gets to be you go 
tirgs am people are arguing over sanething that • s 

. ~. S-27-p.J. 
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- Jo was tzyi.rg to get t:.hin]s organized as far as structure of the 
club. I :renember a few people were upset. ''Why are yoo t:al.1d.rq 
about this - We should just pick a play am go for it. ''Why are 
yoo wor.ryi.rg about all these other t:.hin]s? ret's just make a 
play." S-28-p.2. 

Eventually this tension was to have a painful impact particularly on 

one iniividual with the "P.R." orientation: 

- You're alone. (Pause) Like - actors have each other. '!here's 
always at least - you can always find at least one other person, 
back there in the dressingroom to soun:l off with. In a group as 
small as oors, when you tty to take the load off your actors, 
then yoo have to carey it all yourself because there is nobody 
else to do it, yoo kn<::w. Ani if you put the load on the 
actors... um, they (pause] feel like your putting the load on 
the actors, cause what they want to do is act. N-27-p.l7. 

Contemplation of tensions arisi.rg out of participants 1 initial 

interactions leads into the final segment of the "General Context" 

section. '!he first focus of this section was on a reconstruction of 

what context, ~ iniividuals brought with them to the beginning 

of the project. However, consideration of data has shifted with these 

last segments to iniividuals' first interactions both shaping their 

sense of "the project" am in response, reshapi.rg the project. 

'!his final segment of the "General Context" forms a oord to the 

first Act-Play. '!he segment twines together~ iniividuals 

brought to the project with a reconstruction of their initial 

responses to working on the project. In particular, it focuses on 

their ~ am actions emergi.n:J immediately prior to ani 

oontinuing to emerge when the study camnenced. 
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'lhe introductoey passage of this section alluded to in:tividuals 1 

experien::e with ananic con:litions. 'lhe intermediate segments have 

mapped out data which led the study to suggest that participants 

brought a sense of ananic con:litions with them to the project. '!his 

segment continues to build on that description based on in:tividuals 1 

initial experien::e with the project. 

In:lividuals, Ccmnunity. And Experiences Of Anomie 

'lhe study has posited that in:tividuals 1 experience of the 

community as haoogeneous am conservative prompted their sense of 

ananic con:litions. Anomie is generally associated with social 

upheaval. Berger am Iuckmann (1966) refer m:>re specifically to 

inplications arising fran drastic charge in social structure. In this 

instance, however, the community was not perceived as chargin:.J. '!his 

warrants additional explication. 

As in:ticated previously, eleven of the sixteen participants were 

not fran Goetheim. Fourteen had lived in several other places. 

Participants, not recognizing this at first, in part because they did 

not know initially who would be in the group, in:ticated their emerging 

awareness in later interviews. 

- I, I thought, it was interesting that m:>st of the people that 
were involved in doing this thing, came fran outside ••• 
Participant) N-27-p.6. 

'!heir smprise at the lack of diversity am the lack of willingness 

to support new initiatives suggest they had not experienced these 

con:titions to the same extent elsewhere. 
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- I've never felt, like I really belonged here. I firrl Goetheim 
k:ini of a cold cliquey ccmmmity. Participant) N-27-p.6. 

'1brough IDTi.rq to Goetheim an:l interact:in] with "the ccmmmity'' 

accol."d.in;J to their constructions, many of these inti.viduals had been 

confronted with a relatively haoogeneous ccmmmity resistant to 

dlarges. '!his ccmnuni.ty was thriving in the midst of a JIK:)re 

pluralistic lamscape fran which IOOSt participants had come. 6 

Moreover, as inti.viduals they experienced being outsiders to the 

ccmmmity. 

Olange, in this instance, was change experienced by participants 

in comirg to a ccmnunity which stocxi for them in contrast with their 

prior experience. In particular, for them the ccmnunity did not offer 

opporb.mities for change cast in modem thoughts ("inlividuation" ani 

"liberation") of self-expression (Berger, 1977, p. 75-77) • Resultin;J 

fran experiencing c:x:niitions of ananie in their relationship with the 

ccmmmity, inti.viduals' sense of how to act, how to express themselves 

was jarred. 

'!his was particularly difficult for those who highly valued 

creativity ani opporb.mity to express oneself creatively: 

- It ["getting lost in the role"] would mean feeling coopletely 
free. I could say or do anything that I thought was completely 
necessary to say or do to get my point across without bei.rq 
afraid that people wouldn't accept what I'm saying ani doing. 
A-1-p.10. 

- I would have wished in that little thing that I could have done 
it without feelin; like I was act:in] while I was doin; it. 
Participant) What would be the benefit of that? Mad) Because all 
of us feels a little unnatural all the time. Participant) A-p.13. 
[Participant is referri.rq to a memory fran a drama class taken 
before she IDTed to Goetheim. ] 

-What's "attractive about beirg sanebody else"? Mad) Well, when 
you live in Goetheim, I guess ••• S-13-27. 
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- Yeah. Fspecially in Goetheim, like I say, if I want to do 
sanet:hin:J I'm doing it ani I don't really give a damn what anyone 
else thinks. '!hat arx1 nr:1 philosqily is "If you have a chance at 
scmethirxJ - even if its a dream - just go for it, cause the way 
I figure it you got noth.irg to lose. S-13-31. 

Experiencing oon:litions of ananie translated into i.rdi.viduals' 

sense of isolation arx1 caused tension with their instincts to act 

creatively and spontanec:Jusly in social settings. Before shifting to 

i.rdi.viduals' experience when joinirg the project, an additional aspect 

of ananie i.rdi.cated through data analysis must be noted. '1he previous 

segment began to address this aspect in tenus of ethnicity. 

In the process of gathering and analyzing dett03:raphic data a 

pattem eme1:9ed. Participants' description of their limited 

involvement in religious organizations fit within another p:rocessual 

description of IOOdemity, a shift towards "secularization" (Berger, 

1977; O'Dea, 1966). '1he majority of participants stated that they had 

no religious affiliation or were "non-practicing". However, in 

this catm.m.ity i.rdi.viduals experienced themselves as being faced 

with an atnipresent emphasis on religion, again, in contrast with 

their earlier experiences. '!he study postulates that not only did 

i.rdi.viduals experience being outsiders to the catm.m.ity, in this 

context it also set off for sane concems with profouni spheres of 

'!hose who were to participate in the theatre project brought 

these experiences of ananic corxiitions to their interactions. '!his 

sense of ananie swiftly became a point of camnon meaning cuoonq them. 

'!hat is, a common sense of ananie in relation to the catm.m.ity emerged 

as "cultural-meaning" among early participants. Participants' 
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experience of ananic corxlitions related to the ccmnunity emergi.n; as 

cultural-mean:irg then shaped their orgoi.n; interactions in a myriad of 

ways. 'Ibis segment outlines sane ways which emerged prior to 

OCil'lne1lCemel of the study. 'lhe five Act-Plays represent others 

emergi.n; after the study began. 

Participants' Emerging CUl tural-Meanim Of Anomie 

Based on \6/0rkirg assunptions of social construction outlined in 

Cl'lapter Six, data analysis proceeded on the basis that in:iividuals 

were first attracted to the theatre project because they assumed 

certain elements about "theatre" ani "theatre process". Relying on 

in:iividually held notions of "theatre" ani relying on past experience 

sane participants brought with them fran the club's first production, 

"the theatre project" apparently offered two opportunities to 

in:iividuals. 

At the outset the project offered sane an apparent opportunity to 

explore self-expression in a traditionally acceptable fashion. '!hey 

were taking part in a "cultural" event. As well, data in the prior 

segment provided in:iication that the project initially suggested to 

sane a chance to participate in developing "a cohesive group" \6/0rking 

together to present a play. 

'!he study posits, then, that in:iividuals brought a sense of 

ananic corxlitions in their relationship to the ccmnunity. In 

addition, it posits that many in:iividuals' initial involvement in the 

project was partially born out of various desires to resporrl to those 

experienced conditions of ananie. In believing that the theatre 
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project might respcni to sane of their concerns ani needs, inllviduals 

were relyirg on certain assumptions concerning "theatre", ani "theatre 

process". '1he question very soon became whether the theatre project 

would fit with their assumptions ani meet their needs arisin3' out of 

their experience of anemic cx:ntitions. 

'lhe Project And Ananic Conditions Experienced 

'1he data suggest tllat in addition to experiencin3' anemic 

cx:ntitions in relation to a camnunity which did not offer meaningful 

structure, those who first began with the project also experienced 

anemic cx:ntitions within the project. First, inllviduals who joined 

the project came fran disparate bac:kgrourDs with differences in age, 

sex, employment, am diverse orientations (subgroups) • Most 

participants, who had had little or no experience with "theatre" or 

the theatre club, would have found these to be anemic con:titions in 

the toore "traditional" sense of anemie. Social identity am sb:ucture 

were atoo:rphous in the beginn.irq. Clla.rge was their context. 

Quoted previously, one participant who was involved in the club's 

first p:roduction7 recalled such experiences given similar cx:ntitions 

of interactirg with other irrlividuals of differing bac:kgrourDs: 

- '!his was a whole completely different group of people with 
ccupletely diverse bac:kgrourDs. Like you name it. 'lhey were 
there. Joy) S-28-p.4 - 'lb start with the rehearsals are a little 
awkward cause nabcxiy knew one another. You'd hardly talk to them 
am it was just sort of strange. Joy) S-28-p. 4. 

'1he same participant described how these feelings were replaced with 

ones of a sense of commonality when goin3' through rehearsal process. 
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- It was really fun because it was a whole new group of people ••• 
Ani you got - then you foun:i you had a lot in ccmoon with them 
ard you had a lot of fun together. '!hat part of it was probably 
the biggest thin;J I got out of it. '!he way the group becanes so 
cohesive. Everybody who's not involved, they appear so out of it 
that it's hard to deal with sanebody outside the group after. 
S-23-p.4. 

Her recollection suggested a willin3ness for temporary uncertainty in 

exc.harge for the pleasure of developing into a closely knit group for 

a period of time. ('lhe title of the first Act-Play, "SUstained 

Uncertainty", reflects this willin3ness to accept ananic con:litions 

temporarily.) 

In the case of the project, it may have seemed like history 

repeating itself, for this was relatively speaking a ''whole new group" 

once toore: 

-Actually there's only three to four people fran that first 
meeting still involved, [laughs]. '!here were quite a few people 
fran out of town. 
Joy) S-28-p. 2. 

When intividuals began to participate then, they had certain 

expectations about process. Some assumed a certainty of structure. 

others had come to expect "ongoing ananie" as a small part of a 

process or structure. '!hat is, initial uncertainty was expected to be 

temporary, to pass relatively rapidly with expectations of eventual, 

if equally temporary closeness. 

However, both sets df intividuals' assumptions were challenged 

virtually immediately concerning possibilities of certainty. Not only 

were there many different people involved with different backgrourxls, 
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sane were involved in the theatre club, sane were not. '!he same group 

of peq>le did not att.ern the first meetings. '!here was no permanent 

location for meetings. 

'!be sin:;Jle IOOSt significant difference, however, between the 

first production and this Heritage Project was the need to begin with 

creatirq the play. In the first production, irxllviduals sense of 

structure apparently emerged fran "the rehearsal process". For at 

least one of those who participated in that first production, 

structure e.merged for actors by relatirq to other cast members through 

the role. 

In this sense, Joy described the rehearsal process as beginning 

with irxllviduals feelin:;J "awkward cause nobody knew one another" to 

becoming the characters and talking "to other people as if you were 

those characters". Despite this emerging structure for the actors 

durin:;J the first production, issues arose conceming the general roles 

of directors, actors, and producers. 

of a document outlinin] those roles. 

Sane conflict prarpted creation 

(See the Apperxlices, ''Department 

Heads for Productiat and Responsibilities".) 

unlike those circumstances, there was no play aroum whidl to 

coalesce. In the document developed by club members, producers' , 

directors•, and actors• roles had been defined largely in tenns of 

rehearsals as a meetirq structure. In the circumstances of the 

project there were no rehearsals aroum whidl to structure meetinls 

and no script with characters for roles to emerge among actors. 

Corx:titions of anomie were also suggested then through the limited 

experience of participants with theatre presentations and particularly 
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in the w.ritin:] of a theatre production. In the first meetinJs 

in:lividuals thus had diffio.ll.ty in taking action. '!bey were still 

acknowledqi.rg am expressi.rg this diffio.ll.ty in various ways in later 

meetirgs after the study had begtm: 

- Go ahead am do it. Assign a job. We don • t need to sit aroun::l 
am toope am rehash am rehash. Just do it. Jes) A-14-430. 

- I was tryin" to firxl sanet:llirq to grab onto. Joy) A-14-387. 
- Yes, every time we get together we get deflected away fran doing 

the play. Anything but doing the play. Joy) A-14-423. 

'!here was no agreed process for creati.rg the play an:l getti.rg to 

a rehearsal stage. 'Ihey had no immediate cues for how to begin except 

for the contents of the application made to obtain furxting. However, 

even the contents of the application caused dissonance. Based on data 

analysis, participants • • dissonance erupted into a "breaking point" 

(see Olapter Seven for a description of the concept of "breaking 

point") • In later interviews several participants described their 

early meetings as ones of grc:Mirg crisis: 

- Yeah, there was a lot of work goirg into it, but not:llirq coming 
out of it. I was gettirg pretty discouraged. Ani I was off for 
m:>St of that time working and I didn't really know what was 
happening. Arxl I • d come hane am nothi.rg had happened. Arxl I'd 
been gone for tlvo weeks an:l this t:llirq • s still sittirg there. I 
was almost to the point where I was worrleri.rg if this t:llirq was 
goi.rg to go at all. I didn't want to give up on it. I don •t think 
I was to that point. I certainly had Itrf doubts. Jim) Q-1-p.24. 

'Iheir response to this breaking point had several implications. 

Breaking Point Crystallization: 
Emerging CUltural-Meaning In Response To Grant Application 

Data collected suggest that prior to commencement of the study, 

participants• interactions through the theatre project precipitated in 

a ''breaking point". Fran this breaking point a sense of meaning in 
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cx:moon apparently emerged for participants. Although this breakirq 

point ani group members' me.ani.rgs emerged in part prior to the study, 

their ''breaking point" has been reconstructed based on participants' 

st.nlg;Jle with sane of the outcanes when the study began. 

As described in the previous section, two members of the newly 

emergirg theatre club asked the other club members whether they should 

apply for heritage furxtirg to create a play about the cx:mnunity. In 

the flush of success fran the first play, they were encouraged to 

proceed. On xoore than one occasion, expostulating after the fact, 

several participants indicated to me that they had not expected to 

receive the grant. 

- Arxi like Anna said, "I never thought we'd get it or I wouldn't 
have voted for it". She said, "I just went along". She said, 
"I'd have aJ:gUed a lot, - but, I just ••• it just never occurred 
to me we'd even get it. So she paid little or no attention to 
their proposal. N-27-p.l9. 

When club members received notice that furxtirg had been granted, 

at that point individuals began to focus on the contents of the 

application. Perusal of the document disclosed an emphasis on 

catholic as well as Gennan traditions of the cx:mnunity. 

'Ihe Goetheim 'Iheatre Ccmnunity Players propose to research, 
write ani present a dramatic production depicting the cultural 
history of the Goetheim area. 'Ihe emphasis would be on the 
Gennan catholic origins of this cx:mnunity am area. 

'Ihe prcxluction would take the fonn of a series of Vignettes 
(scenes) predaninantly humorous in nature am based on anecxiotes 
culled from the Seniors am long tenn residents of this area. 
SUch Vignettes could include "the inside story" on the escapades 
of fonner students, not to mention priests am nuns of st. Mary's 
Academy am st. Illke's College. 
[Excel:pted. See Appernices, Section One for a copy of the entire 
application as filed with the theatre club.] 
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When the furxtin:J was received, the two who had made the 

cq:plication began to collect the research. It was not entirely clear 

to those members who were interviewed whether the two expected to also 

write the play, for one of the two was a writer. After doirg sane 

research, but prior to creation of a script, one person, the writer, 

relocated for employment 1 s sake am the secorxi person went away on a 

holiday. Un:ier those circumstances sane of the club members became 

toore directly involved in detenninirg what to do. 

'!he matter of being inexperienced arrl therefore uncertain of how 

to proceed was of concem to those involved with the project at the 

titre. However, based on data, the breaking point seems to have 

centred on the issue of the religious focus given the play. Prior to 

the two withdrawing for other reasons, this issue. had already been 

raised with them apparently: 

- ••• '!heir original letter arrl infonnation am stuff' that they 
brought to the club. Arrl, am their first couple interviews 
proved this too. It was very religious. '!hey were very heavily 
into, um the aspect of talking to the priests am nuns. Arrl uh, 
really workin;J toore of a history of st I.uke's. A heritage of St. 
I.uke 1 s than the town of Goetheim. Arrl (pause] we were, that was 
the direction that, that it had sort of started in. • • If we had 
left them just go along, we would have errled up with a religious 
play. Eil) N-27-p.l9. 

'!hose participatirg at the time disagreed with the direction of 

content am it was not clarified initially whether a writer should be 

hired. 

- After - then when we got the grant (pause] the idea of what the 
play was goirg to be was again different. Eil) N-27-p.l9. 
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At the first meetirg I attenied this experience with dlan;Jirg 

direction was still beirg addressed in the context of the 

disagreement: 

- I think the t:h.in; is goirg in a different direction. I think it's 
like cam said, if she'd stuck it out she'd see the catholic 
[content]. J-11-22. 

- '!hey had certain ideas am wouldn •t listen to anyone else. J-11-52. 

Members expressed concem over the disagreement am hoped to involve 

the person still livirg in the caTl11lllli.ty on return fran her holidays. 

nus eventually did occm-. 

nus incident was manifestly significant on at least two counts. 

While data gathered are lind ted, and ''after the fact'', it would seem 

that participants experienced a reaction to the suggested focus of the 

play because many of them were not fran the community, did not have 

Gennan catholic roots am did not describe themselves as beirg 

religious. Int:erestirqly, the concem with havirg to do "a religious 

play" was never explicated. It appeared to be a given that a 

"religious plaY'' was inappropriate or distasteful, despite their own 

statements reflectirg that the community was a religious one. 

Eventually there were references in the play to givirg a Bible to 

saneone, "baptisms" am a special armua1 catholic event, but 

references were relatively scant. 

'Ihe study posits that a unified response among the other 

participants in the fonn of strong disagreement with doirg a religious 

play gave rise to a sense of conmonality even if in the negative. 

nus may have partially opened the door for group members to begin to 

express a sense of distance in their relationship with "the 
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CCilllllllity''. In other words, members began to acknowledge, at least 

one distinction between themselves as "a group" an:i "the cxmnunity". 

However, even irxiirect acknowledgments of this distinction were 

few in number in the first fonnal mee'tinJs. One of the clearest an:i 

na;t direct of a limited number of such references by participants at 

this stage has been previously quoted. 'Ihe irrlividual 's statement has 

particularly significant because her comment irrlicated both a sense of 

difference an:i timidity to remark on such difference. 

- I'm so glad you said that. You were a member of the catholic 
church right? So we can just wait for you to say those things we 
think. J-22-106. 

In addition to their experience of breakirg point providing 

opportunity to develop a sense of C0111l00nality in one area, the 

incident may have also resulted in creating factions. Instead, in 

light of participants' expressed concerns for the two people who had 

worked on the application, the incident would later beccme significant 

because it provided an opportunity for group members to express a 

ccmnitment ani concern for the well being of members with whom they 

might have a disagreement at one point. (Begun in prior mee'tinJs this 

effect emerged in later meetings described in the first Act-Play, 

"SUstained Uncertainty". ) 

After the initial disagreement a researdl list was developed. A 

few participants happened to dj SOJSS the project with cam as a 

professional writer/director resource person. He suggested they 

"write it themselves" with his assistance. '!his suggestion might have 

been thought of as ''middle ground" by some group members. In data 

collected later, there was also irrlication of confusion an:i 
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disagreement at the time whether to invite saneone fran outside of the 

group to write or direct the creation of the play. 

Interestingly, this meant that few members initially seemed 

entirely certain of cam•s role, even those who had consulted with him 

am who wanted his involvement. It is on this basis that cam entered 

the scene. In the meantime participants began to research am discuss 

possible fonn arrl content for the play. '!hey were in the throes of 

that process when the study began. As part of the Mobile-framework 

the first Act-Play was sculpted to represent their early IOOV'ements. 
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NOl'ES 

1Although this is a lengthy chapter in relation to. sane of the 
others, I did not wish to dismantle the Mobile-framework. 

~ entire Mobile-framework is a reconstruction. 'Dle 
distinction in this instance is that the study had canmenced, I was 
a~ meetin]s du:rirq the period referred to as the five 
Act-Plays. In contrast lll.1dl of the substance of the "General Context" 
deals with participants• meanings prior to the study's inception. 

3
An epi.stem:>logy based on "social construction" ani concenled 

with process ought not to treat "camnunity'' as a hanogeneous 
reification. Yet, the study relies on that phrase in this section. 
'!his phrase is used to the extent that it expresses participants' 
experience ani meanings. In their discussions, many referred to "the 
camnunity" or "Goetheim" in those tenns. 

4IBta fran meetings fonn the core, while data from interviews 
provided backgrouni ani specific highlights. 

5
An example of this awareness of power emerged fran an 

interesting pattem in data fran an interview with the person who 
described the series of skits she helped to create ani organize as a 
student over a four year period. In the first year skit, she stated 
that they created caricatures of other first year students. However, 
in the followirg two years their satire tumed to "clients". Finally, 
in the fourth year when these students were virtually through the 
program, several elements of their skit were critiques aimed at 
si'b.lations with faculty members: 

- People just got.. • a lot of times they were just strictly for 
hUitOJr, ani uh an out - a way to let out sane of your 
frustrations with things that were happening. A lot of the profs 
'WOUld cane up ani talk to you afterwards. "Yeah that was a good 
point you guys made about that." s-p.l-2. 

6
Sane of the participants m:wed to Goetheim fran other small town 

camnunities which may have been as "hanogeneous". However, when 
livin;J in the community in which they were bent ani raised they 'WOUld 
not have been outsiders in the same sense as they were when m:win;J to 
Goetheim. 'lhese participants would be confronted with an issue of 
pluralism, but with different nuances fran those who were fran larger 
centres. 

7I have relied heavily on "Joyce's" descriptions of the first 
production in this section because of several factors. She was one of 
three people who were involved intensively in that first production 
ani who began to work on this project at the outset. '!here is, 
therefore, a limited pool of data. In addition, each of the three 
involved brought different orientations to their observations of 
events ani were involved in different tasks. 
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one of the other two involved in the first production was ~ed 
in a different staqe, bec::anin:J active later in lightirg am sourd, am 
brl.l.d.i.rg sets. 'lbe third person, given her orientation towards 
"theatre" fcx::use.d in interviews on contrasting a "traditional 
approach" (the first production) with an "improvisational approach" to 
theatre (the project) , rather than constructirg meani.rg concemi.rg a 
sense of ''group developnent''. 
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B. SUSTAINED UNCERI'AINTY: 

'!he First Act-Play 

Yeah, there's been no finn decision. But all this time as our 
thoughts have been p.llling out together it ••• It's that. 
Jes) A-14-294. I think all of us feel the same thing. I haven't 
been into this kim of thing before, so •• if we hang together ••• 
lor) A-14-329. 

Ani makes us rather bear those ills we have 
'!han fly to others that we know not of? 
- Hamlet, III, i lines 81-82. 

INIROWCI'ION 

With the first Act-Play canes a discernible change in writing 

style. '!his Act-Play ar.d the next one, "Anchored Anomie", functioned 

as "the drawingboard" for data analysis after the fieldwork experience 

concluded. Work on the Mobile-framework began with these two 

"pieces". 

As other pieces or Act-Plays were developed through data 

analysis, data fran participants• later interactions were then studied 

100re intensively. Occasionally, during this data analysis process 

pattems emerged which had not been reactily apparent in earlier 

"stages". 1 When pattems appeared to emerge within later periods of 

participants' interaction, this meant returning to these first two 

pieces of the Mobile as a check to see if the "pattenl" was consistent 

with data fran these earlier periods. 

If the newly recognized pattenl was consistent with data of an 

earlier period then these first two Act-Plays also had to be 

rearrarged to ensure that groundwork had been laid for additional 
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nuances or what was to "emerge" as observable in participants' later 

interactions. '1h:rough this process the first two Act-Plays represent 

layers ani layers of changing data analysis. 

One of the JOOSt difficult elements in developing the 

Mobile-framework came fran CCilplexities of chronology in terms of 

what emerged for whan ani when. In terms of "evidence" for 

postulations fran data analysis, the study has relied on statements 

mainly fran participants. In sane instances participants have been 

quoted because they have articulated what they experience as emerging. 

However, frequently, participants did not articulate their experience 

of process. 'lhe second manner of using quotations is as illustration 

of participants' interactions which had suggested "the pattern" in 

data analysis. 

In terms of participants' articulating what they experienced as 

emerging, it was discovered in working on the "pieces" for the 

Mobile-framework, that they often did so several meetings after their 

experience. 'lhe quotation at the beginning of this Act-Play provides 

one such exanple. 2 '!hose were statements made by participants during 

the "next stage". I have endeavored to lllni.t confusion by quoting 

data mainly from a particular stage to represent that chronology. 

Within later stages this becomes less ani less a problem. 'lhe 

henneneutical circle in terms of writing and representing the work 

became a less pressing problem as the two chronologies come together 

ani the "last bits" of data were collected. At the conclusion of the 

fieldwork all of the data were available from which to refine 

interpretations, for both participants and for me as researcher. 
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'!his layerirx} of interpretations was also influenced by 

reflections on episte.toolcgy arxi inplications for writi.rq style. Sane 

of the early "telegraphic" style used in initial data analysis remains 

an:i is thereby represented in the Act-Plays. '!he "Eme:t'ging Context" 

sections with their brief headings arxi small parcels of data 

illustrate the fonnat first used in data analysis. In addition, the 

laJ'¥1l.lage, for the na;t part, is not as tentative as that used, for 

example, in <llapter Six. 

'!his introductory section is interrled as a reminder that the work 

in these pieces of the Mobile-framework is a series of working 

assumptions, consistent with the episte.toology. Hc:Mever, such phrases 

have not been added into the work because it would burden an already 

COitplex, "rich" description. 

EMERGING <DNTEXT 

TIME OF YFAR 

We were in deep summer, heavy with heat. Evenings passed for 

bearable out of doors. 

PERIOD OF TIME 

'!his is data fran participants' interactions during three 

meetings after the study began. 'lhese meetings were held over a 

period of approxilnately three weeks July 11 - August 1, 1985.) 
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IDeATION 

When I began attentinq meetirgS, our location varied fran meetirg 

to. mee~. One element appeared to be consistent about the 

locations. All the locations seemed to have a "special", social 

quality about then. For example, after the study began the first 

mee~ was an open air session at an acreage. Refreshments in the 

fonn of wine ani food were proffered. 

'!he next mee~ was held at a member's cabin. Soft evenirg 

light poured through a sliding door framing trees arrl lake. 

Motorboats hununed arrl sputtered out our backdrop. OUr third meetirg 

took place in the backyard on the deck of a participant's hane. As it 

was that inti vidual's birthday, another participant made a cake to 

celebrate the occasion. 

'lhese meetings had at least in part a "social occasion" air about 

then. Participants also made references to earlier gatherings with 

wine ani cheese arrl fun. 

'!he numbers arrl faces varied substantially with a general decline 

in numbers, durirg the first three meetings. 

-We're down to a relatively small core group. Eil) J-22-83. 
- But if there's only going to be six of us arrl we have to write 

the play, produce the play arrl act ••• J-22-85. 

cam was not present at the sec:x:>nd one of these meetings. He was 

expected, but there was confusion about our location. 
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EMERGING PATI'ERNS OF PROCESS 

INmOilJCI'ION 

"Olan:Je" was the daninant theme emerg~ out_ of data analysis 

t.hrooghout the theatre project. In an effort to represent subtleties 

of c::harge in participants' interactions ani meanin:;J aver tilne 

"Elne.n.Jin;J Pat.t:enls Of Process" was created. "Patterns Of Process" have 

been described as ''primoroial soup" of participants' meanin:;J ani 

interactions. 

'!heir inti vidual meanirgs, sense of cultural-meanirgs ani 

structure fran other experiences canprised "the soup". However, 

theirs was a dynamic soup. Ever emerg~ were participants' sense of 

structure, patterns which for a period became socially solidified, ani 

their sense of "cultural-meanin:;J", a sense of meanirgs held in conm:::>n 

at that time. 

In selectin;J which portions of their soup to ladle out in these 

"Elne.n.J~ Patterns Of Process" I have looked to "the active 

ingredients". Based on ontological ani epistemological premises the 

study concentrated on those ingredients which document a process of 

pnticipants' experience with shift~ meanirgs. '!heir search for 

certainty in social anchors, their experience of tmeertainty or 

ambiguity ani their response to "it" are the primary focus of 

"Elne.n.J~ Patterns Of Process" segments. 

Participants' meanin:;Js ani sense of certainty were in a constant 

state of flux throughout this theatre project. In "this stage" the 

scene opens on participants attemptin;J to firrl conmon meanin:;J, 

although this is not their articulated goal. '!hey had various ways of 

500 



doirg this explicitly arxi tacitly. '!heir main focus was creatirg arxi 

presentirg a "play" about the history of the town. '!hough they did 

not sperxi time at this point deciding what "theatre was", theatre 

formed part of the backdrop. 3 

AN EMERGING SHAPE m PARI'ICIPANIS • INTERACriONS, '!HEIR DISaJSSIONS 

"Shapes" of participants • actions fonns a conceptual framework 

for unfolding process of chan:Je. Rather than repeatedly offeri.rg an 

explication for the study's particular use of the word "shapes" in 

each of the five Act-Plays, an explication has been located in Olapter 

Seven • s "Description Of '!he Mobile-framework" as a "key concept". 

'!his segment details a shape in participants • interactions which first 

e.meJ:ged, their discussions. 

a) Iocating Cormnon Ground 

As the "General Context" Section discloses, the history of the 

theatre club did not begin with the Heritage Project arxi the study 

ccmnenced after group members began to work on this specific project. 

Sane members of the group had met on at least two or three occasions, 

deperrli.rg upon how fonnally one defines "meeti.rg". Participants had 

done sane "research" prior to the canmencement of the study. 

A list of topics for research was created by Eileen. (A copy of 

this list is included in the Appendices, Section One.) Sane 

participants had read material or intezviewed people concerning topics 

chosen. For example, Jessie researched the topic of war/veterans; 

Joyca read arxi reflected on the history of the Wheat Pool; loretta 
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interviewed a wanan who had been anong the first trainees of the 

hospital on the subject of health care/ nursirg. 

Dlrini the first two meetirgs I at.temed group members spent 

their time t.radi.rq experiences, disagreeing arxi agreeing with each 

other about their direction. In the middle of the third meetirg a 

transition c:xx:urred. cam suggested an actirg exercise. Group members 

engaged in the exercise arxi then tumed back to discussion of their 

experience and how this experience connected with what they might do 

next. 

In these first meetings, discussion constituted a predominant 

shape of group members • interactions. '!he substance of their 

discussions was of import to shifts in shapes of their interaction. 

What interested arxi concerned group members was as important in tenns 

of comirg to sense conunon meaning as the shape of their interactions. 

Emerging 'Ihemes In Participants' Discussion: 

D.lring these meetings several patterns began to emerge within 

group members' discussions. For example, their discussions included 

descriptions of d.isc.oyeries made fran research done by group members; 

djscussion about personal experiences in the community; updates on 

obtairrl.rg fl.lnling; concerns arxi canments made in an effort to make 

decisions about certain situations. Group members very nuch relied on 

discussion to share arxi excharge their thoughts arxi feelings. (To 

contain title lengths in this segment, description has been limited to 

use of the work "exchange" alone as descriptor of their social 

process.) 
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I sifted through the data to arrive first at four am then, very 

recently, at a fifth theme in their dj scnssions. In listin:J the five 

themes they have been oJ:9CUrlzed as much as possible in order of "their 

first ~~~ - or when they were first observed. However, many 

comments fran group members were rich in meaning content am there is 

overlap in themes. As they emet:ged for the study, the five themes of 

group members 1 sharing ani exchanging are: 

1) EKchanging Experiences COncerning Research For 'lhe Project 
2) EKchanging Ideas About 'lhe Shape Arrl content Of 'lhe Play 
3) EKchanging concerns Of An Administrative Nature 
4) EKchanging Ideas About Group Identity, Arrl Personal Infonnation 
5) Exdlangin:J Ideas of Process 

Despite problems associated with monotony, "Exdlangin:J" bears 

repeating for each theme. In arranging group members 1 statements in 

this way they have been removed from "their" immediate context. 'lhe 

word chosen for repetition was interned to erphatically reinforce 

group members 1 interactions as context. 

Patt:enls described as themes of "exdlange" or "sharing" were 

prevalent in group discussions which occurred in the first few 

meetings I atterrled. 'lhe nain part of meetings consisted of large 

group dj scussions. Dlring these discussions participants nade 

reference to other discussions they were having infonnally with other 

participants outside of fonnal meetings. '!heir comments suggested 

intense reconstructions of reality were taking place in discussions 

outside the meetings. 

- Jessie ani I were ta.lkirg about some ideas this afternoon 
[regarding fun:ling options] Eil) J-22-91. 

- Eileen was mentioning something about the last meeting you had 
talked about, uh, rafflin:J something ••• Jes) J-22-92. 
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- cam said an idea can be great but it must go sanewhere. So I did 
cane up with an idea. Jessie am I talked about it. 
Eil) J-22-105. 

- I •ve replayed this in my· head over am over. Ann) Were you there 
tllat night? Eil) No, no, no. But you've told me about it. Ann) 
A-1-238. 

- Eileen am I were ta1.kinJ about tllat the other day. To look back 
- for a~ ••• '!hat just seems like extreme hal:dship. Jes) 
J-22-150. 

Although participants clearly disrussed am reflected on their 

interactions outside of meetings, the meetings were the main forum for 

group interactions. 

1) Exchanqi.ng Experiences With Respect To Research For '!he Project 

Since they were creating as well as staging a play about the 

conmunity' s histo:cy, participants had to obtain infonnation about "the 

histo:cy" relatively early in their process. Part of group discussion 

included sharing infonnation about fonns of research for the project 

am resources consulted: 

- '!his is a good book - A Ha:r.vest Yet To Reap: A Histozy of Prairie 
Wanen. Joy) J-11-8. 

- Interviewing? Who's doing interviewing? Lyl) J-11-11. Only those 
who thought they had saneone to interview. Joy) J-11-12. 

- Yes, but I or we who are not fran here, what can we say? '!here 
has to be another method of getting this stuff out. 
Ann) J-11-19. 

In sharing these concems, participants were also sharing va:cying 

perceptions of what research is legitimate. '!hey also shared through 

their dj scnssions research "facts" about the conmunity: 

- 'Ihe Minnesota connection ••• '!hey mailed the passport back ani 
forth across the border. (Paraphrasing] Len) J-11-26. 

- 1915, the first year the town sent saneone to war. • • '!he best 
crop they ever had. • • It's the year they built the water tower •• 
Eil) A-1-199. 
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A disti.ilcti.on between kirx:ls of "infonnation" emerged out of 

participants' discussions. over time they became m:>re focused on a 

canbination of cultural ani psychologically oriented "infonnation". 

For exanple, discussions b.mled to the community's Gennan catholic 

heritage, ard given that heritage, the inpact of being Gennan in 

canada durin:] the two World wars. cam specifically praooted 

discussions of this kin:i: 

- '!he personal history is the best. 'lhe things that are ilrp:>rtant 
to you... the things on the list will be a bi-product. 
cam) J-11-35. 

'lhereafter, participants' discussions related to the community shifted 

to a m:>re "personal" plane: 

- Didn't fird out things directly because of pride. I'd hear when 
people asked my nx:m. J-11-29. 

-Hard-working. J-11-30. 
- Family nane was ilrp:>rtant. Competitive. • • Liked to show-off. 

'lhey'd live in the basement am keep the upstairs for conpany. 
You build your house even if you don't have money am their 
~- J-11-32. 

- [Eileen told a story about a man who ccmnitted suicide being 
proclaimed crazy so he could be buried in consecrated grourxi. ] 
I couldn't figure out why it seemed like such a big favor to be 
buried ••• Eil) J-22-120. 

- I had to go to Father Gertlan:lt before our marriage for 
instruction ••• I was embarrassed ••• What a thing to talk about. 
J-22-121. 

- My dad • s only 82. • • But otherwise there • s not that many old 
people. An:i that's what's really hard to face. '!here's nobody 
left. Nobody to talk to. J-22-141. 

- '!bat's why I wanted to do the phoning thing. Boy, that • s 
Goetheim for you. Saneone coming from Saskatoon an:i can 1 t get 
four people from Goetheim. J-11-64. 

A fascinating diSOJSSion took place among four participants in 

these meetings about the experience about life in the past. 'IWo of 

the participants, Jessie, in particular, spoke of reaching a ''block" 

in the research. She in:licated that she had foum it most difficult 
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to reach beyoOO 1:hin1d.rg of earlier pioneer life as hard. '!he two 

participants who suggested that life was not any harder then were both 

older than nx::st of the other participants ani were thought of as 

"canin:J fran Goethei.m": 

-We think of it as extreme hardship. But that was their life. Jes) 
'lhey didn't knc:7N aey different. Ie.n) It's hard to keep in 
perspective, looki:rxJ back. Jes) J-22-151. 

- For me to qet over that block of "it was tough, it was hard, it 
was horrible", it's the hardest thing I have ••• Jes) A-1-186. 

- One of my favorite tapes was, of a boy in a Grade 4 Schille:rdorf 
school project. Interviewed his grarrlnDther - question -
memories of hard times. [Paraphrased] 'lhey don't have any. Jes) 
'!hat's ftmny because I have notes fran the first time we talked. 
"People terxi to recall the tragedies of their lives". [laugh] 
came up with that at the first meetinJ. Joy) J-22-153. 

- I don •t knc:7N, when we were growinJ up, we had no power, or didn't 
have ba1:hl:uans. We didn't have any of that. As far as I'm 
conc::ezned it was no harder than ncM. Lor) I was experiencin; the 
same problem as Jessie at Jim's ani Joyce's. Ann) ••• 'lhey had 
time. We have society pulling us in so many different directions. 
Horses stopped for the night. Ie.n and Lor.) A-1-187-89. 

'lhere is one i.nportant note concerning the latter series of 

disalSSions and learning. Eileen, the producer reflected on this 

''block" sane participants expressed experiencing and proposed a 

solution for ptrrpOSeS of working on the play: 

- For those people who are having a block, I •ve really tried my 
best to get the local newspaper to give me the 1915 paper. Go in 
and read those twelve issues. • . Just do that and you' 11 be 
able to IOOVe back a lot easier. You feel that much closer to 
what happened. It's like reading a newspaper same as you read 
your local newspaper to get the news. Eil) A-1-198. 

D:lta analysis suggested that these discussions assisted 

participants in developing a consensus about the community past an:i 

present. As "researchers", they clearly came to their relationship 

with the community in a different role. Developing this consensus 

about the community assisted them to begin to locate an anchor through 
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beginnir¥.J to develop a cannat sense of the conm.mity ard "thereby also 

to develop a sense of group. It assisted participants in 

-themselves jointly fran that "culture" ard in beginnir¥.J 

to develop a sense of identity apart fran the community as 

"researchers" analyzing research. 

2) Exchanging Ideas About '!he Fonn And Content Of '!he Play 

Participants I comments am questions about specifiCS conceming 

"the play" were sprinkled throughout dj srussions at meetings. 

carments they made am questions they raised most frequently have been 

gathered together in the following "subthemes" related to theatre. 

- Fonn Of '!he 'lheatrical Event: 

- No, see. He [cam] doesn • t want us to think of this as little 
skits because it's not going to be skits. Len) It may well be 
little skits. cam) A-1-195. 

-We don't just want to have skits.Eil) J-11-2. 
- If we begin the play, the whatever ••• cam) I.et's go with "the 

play". Eil) A-1-241. 

- Timeframe For Contents Of Play: 
- No, I've always pictured that this would be acted out over fifty 

or a hundred years Jim) J-22-114. 
-Jim said, "You're not going to go through every year?" I said, "In 

fact, I was thinking of one day." Eil) A-1-.68-245. 

- Search For A Focus As A Way Of Detennining Content: 
- Yeah, I think the colorful characters are important. Eil) J-11-18. 
-What about the telephone on line? We have some o-o-o-ld telephone 

equipnent. Len) J -11-15. 

'1hese subthemes, particularly the question of content ard fonn of 

the play predaninated as a topic of discussion in the first 

meetings. 
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3) Exchanqirp Concerns Of An Administrative Nature 

In the first three meetings after the study began, disoJSSions 

frequently drifted toward concems of an administrative nature. '!he 

word "drifted" has been used, because administrative concerns 

generally energed at the forefront mainly when people were uncertain 

of what to do next. 

- '!here's so nuch toore than just the presentation. Sponsorship ••• 
I never knew I had to beg. I four:d it wasn •t so bad. '!here are 
all these different aspects. • • len) J-11-56. 

- 'lha.t's okay. We'll do alright on the play. We'll be fine. But if 
there's only goin;J to be six of us, and we have to write the 
play, produce the play and act. • • which of us is goin;J to have 
time to write programs and uh, nake time to write programs and 
uh, nake posters? So we need tooney to get sb.tff TDI. Ani if 
we're doin;J period costumes, and we • re going to have to, we can 
fini one or two people who could seN for us. • • But we have to 
get that material. All of the things that cost nxmey also save 
time. Eil) J-22-89. 

- Should we be looking into uh, any other business type things TDI? 
Searchirg for prices for programs? Um. • • What you mentioned, in 
another IOOllth. Jes) J-22-102. 

'1hese first three themes of exchange and sharin;J as outlined 

iniicate participants' toore specific, focus on prosaic aspects of 

"theatre". '!he folloring two themes of exchange and sharirq in 

participants' discussions are 100re general and arguably subsume the 

first three. '1hese latter two are very much related to social anchors 

through group entity and structure. 

4) Exchanging Ideas About Group Identity. And Personal Infonnation 

Participants • references to prior meetings suggested a ccmm::>n 

viewpoint that they had met previously for the purpose of exploring 

ideas together. References suggested participants laughi.n:J, havin;J 

lots of fun, but not settling on anything. (Socializing may have been 
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a strategy to enc:curaqe people • s involvement.) Some aspects of this 

social orientation could be seen in the first three meetings after the 

study carmenced. 'Ibis sense of meetings as social event, horNever, 

seenei to take on an ever diminished fonn. 

'1hese early meet:in:}s provided the first participants, about ten 

in all, with a basis for leaming about each other. 'Ibis led to at 

least a few of the first participants developing meaning ccmm:mal.ity 

for workirq together, a begirminq sense of group as entity. 'Ihrough 

exchanges concerning research done am discussions of personal 

experiences, participants began to develop a connoon sense of the 

cxmnunity. 'Ibis was most probably their first instance of commonly 

held meaning. Arguably, participants • sense of "the group" first 

developed in this way. 

When I cxmnenced att:en:ling meet:in:}s, participants were begirminq 

to share their ideas about "the group" arrl personal experiences about 

themselves. However, this was still a relatively rare part of 

djscussions in relation to other topics at this stage. D.lring these 

first meet:in:}s personal feel:in:}s arrl experiences were generally linked 

with dj soJSSion on research or their activities together as a group: 

- What an adventuresane group. (Response to participants deciding 
to go on with or without fun:ting.] Jes) J-22-97. 

- I'm so glad you said that. You were a member of the catholic 
church right? So we can just wait for you to say those things we 
think. Jes) J-22-106. 

- [D.lring the sec:onj meeting participants regaled each other with 
stories of their small second production which was a perfonnance 
for a children's group. After the perfonnance the children 
invited the cast to participate in perfonnances which shifted 
into pranks: ] And we ended up being the suckers every time. 'lbey 
made suckers out of each one of us. Ien) J-22-137. • • It was 
nice. It was good for us am good for them. Ien) J-22-142. 
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- My dad's only 82. • • Dlt otherwise there's not that many old 
people. Ani that's what's really hard to face. Len) '!here's 
nobody left. Nobody to talk to. Jes) J-22-145. 

- Anybody who has got the stories an:i the knowledge you have, has 
got to be old. Jes) It really depeim on where you fit into your 
family. - If your family is older too. cause I'm one of the 
yclll'gest in a family that stretches out 25 years. len) J-22-148. 

- (cam's notions of a theatre group: ] - '!he nature of the theatre 
club ••• it's alioost a disposable ccmnunity. 'Ihe difference here 
is that a community group has a core. • • Because of this it has a 
different vitality. • • cam) J-11-61. [Paraphrased] 

Interestingly, at the secon:i meetin;J when only half a dozen 

att:erned, this was when participants began to discuss research about 

the community shifting into xoore personal tenns: 

- Well, I go out to the hanes an:i they make comments about. • • 'lhey 
go, "Oh, you're not catholic!" Participant) It's the same with 
me in the catholic school. '!hey just assume that I'm catholic. 
Ani when I have to say, "I have no idea what you • re talking 
about", or I can't take ccmnunion or whatever ••• 'lhey're not -
like they just assume... Participant) J-22-116-17. 

'!here was only one other instance during a relatively fonnal occasion 

in which participants spoke with other participants about such 

experiences with cammunity members. In that case, it was not a fonnal 

meetin;J but during discussion after a meeting later in the project. 

5) Exchanging Ideas of Process 

A final, most important theme emerging in participants' initial 

disalSSions was concern with process -method an:i criteria for action 

related to theatre. "How we do this? Is the way we are doing this 

right?" '!hose atten:ting frequently expressed this theme in tenns of 

personal discomfort or a question about how or whether to do 

sanething: 
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- '!his a time for st:retchin:]. • • We have a slight argument about how 
to set this up. Ann) J-11-59. 

- I need direction. I'm bad for that. Give me a script any time. 
Ann) J-ll-6. 

- Shoold \tie be lookirq into, uh, any other business type t:hin;s 
rrN? Searchin;J for prices for programs? Um ••• What yoo mentioned, 
in another natth? Jes) J-22-102. 

- Like I don't enjoy digginq through old infonnation am that kim 
of thinq. I'd just as soon ••• Like if saneone would give me an 
idea of what to do an:1. the infonnation to work with, I could 
probably get sanethinq out of it. len) S-6-p.14. 

'!his theme of e.xcbanJe arxi sharinq has been fastened on 

specifically at the last. Virtually all data :in:ticate that fran the 

beg:irmin:J of the project participants were interested in arxi concerned 

with the process of creating the play. Yet most of their concem was 

expressed :irrlirectly in the "doing" of the process, through activities 

related to the first three themes. It is virtually at the erxi of this 

stage that participants • actions :in:ticated personal discanfort as this 

thematic conce:m eme:rging as uppennost. 

b) Participants • Emel:ging Experience Of Ambiguity 

In addition to providing opportunities for acts of sharing arxi 

e.xcbanJe, participants' discussions also brought forth questions arxi 

concems throughout this period. Gradually as more concems emerged 

arxi fewer were resolved, a camnon sense of m::tJency developed for 

participants. 

What follows is a list of ambiguities which "emerged" through 

date analysis. It is unlikely that any of the participants had such a 

precise list clearly outlined in their heads. '!hey were nonetheless 

greeted by all of these ambiguities through their ongoinq discussions. 

Data analysis :in:ticated, however, that participants began to 

511 



experience these ambiguities as a fonn of overload am as a shift 

towards tneanirqlessness. 

- Who IS in the group? 

'lhe task of developing a sense of group without knowing who that 

includes would be, fran the outset, a difficult one: 

- I told everyone that this was an inp:>rtant meeting. Ann) J-11-9. 
- 'Ihere 1 s not many of us. J-11-58. 
-Nobody will not tell you they won't cane. Ann) J-11-63. 
-We're down to a relatively small core group. Eil) J-22-83. 
-Jay is joining us next week. Eil) A-1-169. 
- Will it naturally happen that the cast will be picked? I'm 

worried about members coming in at the last minute. Eil) Set an 
amitrary date. September or a week before. cam) I'd like the 
week before. Eil) A-1-281. 

-Who's making decisions? How are decisions beincr made? 
(Should we have an "expert"?) 

Ambiguity for irili.viduals conceming decision-making arose out of 

a quiet conflict among participants. rata from meetings and 

interviews at a later stage suggested that at least two participants 

with an ozganizational orientation wished to have only "group members" 

create and present the production. 'Ihese participants experienced 

having to rely on an "expert" director as an issue of power. 

In contrast, other participants expressed a sense of uncertainty 

on how to proceed. On occasion sane participants linked this sense of 

uncertainty with deep felt need for expert guidance. For these 

participants issues of power were not experienced with respect to 

having a director fran "outside" the club. 

- We may not be able to use all the ones we had sort of planned on. 
Lor) D:>esn 't matter. We hadn •t really planned on anything. So ••• 
cam) Well we did before you got here. Lor) Oh. cam) We didn't 
plan. Eil) •.• Running into such deaderXIs. Ann) Although that 
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wasn •t such a bad idea to start with ••• it was a wash. • • I'm glad 
you're here cam because I enjoy -Arm) [She is interrupted by 
Eileen.] Okay where are we? Eil) A-1-274. (Paraphrased] 

'lhese different starting points were an important, if frequently 

tacit, element in participants' ongoing interactions. '!he follaN'ing 

passage evinces such urrlercurrents in their interactions. 

-Are we open for new ideas? Get brainstonning. Jim) J-11-5. 
- So what's happening cam? Eil) J-11-34. 
-What's on the agerrla? Arm) (Silence] It's not my ball game. Jes) 

Does anyone have an agerrla? Arm) A-1-166. ['!his was followed by a 
cx:nversation about needing 100re men in the project.] Jim can 
play very many parts. A-1-167. [After another apparently stilted 
pause, cam began to state his "agerrla" for the meeting. ] What I 
want to touch on tonight... I haven't figured out a way to do 
it ••• If we were in a theatre setting or more controlled setting, 
we cx:W.q actually m:we aroun:l arrl do some things. Because what I 
wanted ••• cam) J-11-174. 

In tenn.s of meetings, it was 

direction arrl lack of confidence wh 

frequently and clearly: 

icipants who spoke of lack of 

- I need direction. I •m bad for t. Give me a script any time. 
Arm) J-11-6. 

- I don't like this part because I feel inadequate. Len) '!hat's 
really ironic because you're a erfu1 contributor. 
cam) J-11-46. 

- Who's supposed to be doing what? 

Given ambiguities listed with J!e;pect to identity of "the group" 

it is not surprising that other 

roles had not been established init ·ally by participants: 

-Are you taking this all down ;J ? Could you do it for sure, so I 
don't have to do it Jes). J-22 100. 

- Check with Anna. Maybe she's ready done it. Jes) J-22-101. 
['Ibis was a reference to f. out about obtaining a red river 
cart for the stage set.] 
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Very nuch associated with establishing roles, the followirg set of 

questions emezged as interconnected for participants and also as JOOSt 

urgent. 

- HC7t1 do we do this? - Where do we start? 

- So what's ha.ppenin:J cam? Eil) J-11-34. 
- 'lhe problem of tyi.n;J it all in together ••• Jes) J-11-110. 
- 'lhe whole idea of writi.n;J sanethirg for the stage stumps me. 

Arm) J-11-38. 

- What fonn will this take? 

-We don't just want to have skits. Eil) J-11-2. 
- Plays - now what are we... HC7t1 are these going to be arranged? 

Like five plays, short, - ten? Lyl) It's going to be one I 
think. Ell) Yeah, there's been no finn decision. But all this 
time as our thoughts have been pulli.n;J out together it. • • It's 
that. Jes) A-14-294. 

- What cxmtent will the presentation have? 

-How specifically does Goetheim ••• Like as lorg as there's 
references specifically stuck in, this could be fairly universal. 
- Well except for the Gennan-catholic. • • Joy) J-22-157. 

- Well I think it should be just rural saska~ewan. Like I mean. 
It has to be Gennan catholic. Len) J-22-158. 

- You know we could probably make it in such a way that they would 
say, ''Hey, WON this is Goetheim ani then you could go over to 
Biggar and they'd say ••• Jim) J-22-159 

- Jessie isn't here but she feels really strorgly that we stick to 
a certain time period. Eil) J-11-16. 

-No, I've always pictured that this would be acted out over fifty 
or a hurrlred years Jim) J-22-114. 

- What kind of sets do we need? 

-Just a minute ••• Barns burning down. How do you physically do it? 
Jes) Ihysically? '!hat's easy. You just do it. cam) A-1-251. 

- We can focus our energy on doing it rather than building things. 
cam) Yeah (several) I was worried about that. Eil) A-1-257. 

-Where do we meet? {When do we gain access to the theatre?> 

- One toore thirg Jessie. About the theatre, do we have a key. • • we 
need access. cause I'd like to get in there for audio equipnent 
sanetime. Jim) J-22-125. 

- ~ they have anything in the fall that we have to work arourxl? 
Joy) No '!hey have nothing on. 'lhe school's is in November so 
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-we' :re safe where we are. I don •t know where else we WlJUld 
investigate. Jes) J-22-126. 

- ••• If we were in a theat:re setting - a 100:re controlled setting 
-we could actually nove aroum. cam) A-1-173. 

- What about fi.:lniing? 

- She's havin;J trouble gettin:.J the m:mey. Ien) J-11-48. 
- How do you go ahead am do advertisin:.J without any 100ney? 

Joy) J-22-70. 

As these questions raised through djscussion became 

cumulatively unresolved, participants respon:ied shiftin;J shapes in 

their interactions. 

SHIFTING SHAPES m RESroNSE 'ID AMBIGUITY, 
PARI'ICIPANrS' EMERGING PARADIGMATIC ACriONS 

'!he study posits that participants 1 "paradigmatic actions" were 

too:re than acts of djSOJSSion. '!heir efforts at paradigm creation 

carried with them assunptions of the profoun:l arrl thereby contained 

st:rorg eootional elements for participants. Yet most of the content 

of their dj so,ssions was focused on activities with primarily 

"prosaic" COncenlS. 

Participants' interactions :related to paradigm creation or 

maintenance were coiled through and around discussions. sane of their 

interactions which might be described as blerrling with paradigmatic 

actions have been outlined previously. 'lhese were their interactions 

which engendered a sense of group entity arrl processual structure. 

Patterns of what the study refers to as participants 1 

paradigmatic actions were barely beginning to emerge in the first few 

meeti.rgs. Nonetheless, in this respect one observation was swiftly 

made in the field. Participants had at least two highly distinct 
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~ches towanl creation of nutually held paradigm. A key 

difference between their two different responses lay within 

irdividuals' assunptions about what constituted certainty. Prior to 

elucidation of each of their paradigmatic actions, an image descr:ibing 

relationship between them may provide context. 

With respect to participants • direct response to heightened 

ambiguity, closer examination of data suggested an arrangement of 

tension between their paradigmatic actions. 'lhese might be thought of 

as paradigms - participants• two different, but related responses to 

uncertainty, tneaninjlessness. As a heuristic device the study refers 

to their interactions in the image of a double helix-like 

relationship. 'lhe segment begins with a description of "one strarrl", 

participants• "go with it" response, followed by description of a 

secon:i strarrl of paradigmatic actions, participants' "get sanething 

concrete". 

a) Participants • "Go With It" Response 

What the study refers to as participants' "Go With It" response 

is manifestly related to what people wor~ in theatre call 

"inprovisational theatre" - a willingness to explore with few 

restrictions. 'lhe IXJPU].ar concept of brainstonni.rg contains many of 

the same elements. 'lhe study has not used either ''brainstonni.rg" or 

"inprovisation" to identify participants' paradigmatic actions. At 

the project's outset many participants did not have a clear 

unierst:aniing of the word "improvisation". '!hey did not use the word 

''brainstonni.rg" commonly. 
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'lhe phrase "go with it" was used later in the project in tenns 

of direction or enc:xJUragement. 

- Go with it. cam) A-24-677. 
- I'm goi.rg this way. Ann) 'lllat' s fine you have to go with the 

flow. Play with it. Play it back am forth. cam) A-24-688. 
-He'll take a line am go with it. Bill) s-21-p.11. 

Although cam used the phrase first during a formal meeting, "Go with 

it!" in directirg an inprovisation, participants' statements irrlicated 

usi.rg Ptrases with a simjlar tonal quality such as ''We said, 'Go for 

it'." prior to cam•s use of the phrase. '!he notion of "play with it", 

often linked with the phrase "go with it" was an important part of 

that phrase which was not necessarily conveyed by "go for it". 

When it was eventually used the phrase appeared to capture 

participants' sense of what they had been am would continue to be 

"about" in their ongoi.rg paradigmatic res];X)nse. For example, if 

saneone suggested an idea, participants explored the idea through 

contributions made in "a flurry". '!he following quotation represents 

a brief example of such "go with it" activity during this stage. 

- 'lhe problem of tying it all in together. • • Like Eileen said, using 
the family, whatever issue you 1 re deali.rg with, you 1 11 be involved 
with the family. Jes) 'lhe son could go off to war. You could 
bri.rg in the Wheat Pool scene Joy). '!he father could be a doctor. 
Jes) 'Ibis would all take place, I presume within a space of about 
10, 15 years. Jim) '!here we go, we have the whole play right 
there. Jes) J-22-107-13. 

In addition to swiftness of res];X)nses, a creative quality to 

contribution became important in participants 1 go with it 

paradigmatic actions. Contributions fran participants might sinply 

mean adding a thought or feeling. '!hey also took the fonn of 

expressi.rg the idea through a character which in tum suggested a 
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situation. For exanple, participants' hunm- began to reflect this 

thrcugh "a nmnirg joke" style. 

'1he followi.rg sanple of paradigmatic actions must cane in the 

form of "paraphrasing". Fran fieldnotes, this sanple reconstructs a 

discussion of which there is no tape recording. Early in the first 

meeting I attenied cam began to facilitate group discussion: 

- What elements of that stir up excitement? cam) War displays 
sadness am victory - happiness [unkrl<::Mn source] • '!hey were 
fighting each other. Joy) You had to report. Eil) '!hey took all 
your guns. Joy) Did anything tum this town on its heels? cam) I 
don •t think the town. • • '!he church wouldn't let it happen. 
Participant). ['!here was sane laughter, sane silence.] 

- What were the up times for them? cam) ['!he tempo was dying out. 
Jessie began to pass a book around in response to cam•s question. 
Soon after there was silence. '!he silence was finally broken. ] "I 
told everyone that this was an important meeting" Ann) • [More 
silence suggested a lost sense of direction.] cam says, "You just 
keep talking, it's boring, but I'm t:a1d.rg notes. J-11-10. 

n.tring the fieldwork, patterns referred to as participants' 

paradigmatic actions were not as evident in these first meetings as 

later ones. rata analysis suggests that participants' various efforts 

toward creating a c:onuoon framework of meaning in action became more 

concerted over time. 

Despite a limited amount of direct evidence concerning 

participants' paradigmatic actions, data irrlicated "stirrings" of this 

activity. To provide a more detailed accounting of participants' 

interactions which might be referred to as "go with it", a description 

of emerging elements in participants' responses was developed. 

Emel:ginq Elements In Participants • Responses: 

Several of those participants t:a1d.rg on a leadership role 

appeared to have a sense of this approach in COIDIOOn. '!he study posits 
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that "certainty" for people engaged in "go with it" responses became 

identified with havirg a sense of being "placed" in a challergirg 

position. 

'lhe entire project took on this quality when sane participants 

recalled the start of the project with the phrase, ''We never thought 

we'd get the llaleY!" 'lhe laughs am grins associated with 

descriptions of beirg surprised into a massive project were very like 

those accanpanying descriptions of the club's last production. 

Descriptions of the snow stonn am the accanpanying loss of 

lightirg person am director/actor were always quicksilver-filigreed 

with smiles am nc:XIs, with words suggestirg a sense of "adventure". 

'!his epitanizes what the phrase "go with it", attempts to capture, an 

act of consciously leapirg in to "see where we end up".· '!his may be 

viewed paradoxically, as an active fonn of passivity cast as it may be 

fran the notion of resporxting to challenges. 

Risks or failure might be framed in those tenns. Hence "go with 

it" might be interpreted as taking action but mainly in the fonn of 

resp::mse, albeit creatively, to whatever "gets thrown at you". In 

that sense, ''makeshift" can be understood as wonderful, the grace of 

creative reaction. 

- "Present a dramatic prcxluction depicting the cultural histoey of 
the Goetheim area." Jes) Pretty broad. Joy) Oh yeah we can wing 
that. Jim) J-22-161. ('Ihis was one of two occasions when a few 
of the participants referred to part of the grant application. ] 

'!here was apparently a very special element to this "creative 

reaction". Participants' actions were attempts to IOOVe towards 

mean.irg away fran the mean.irgless. A conmon purpose for participants 
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emex"qeCl in this response: to make connections, as many as possible am 

as creatively as possible. 

SWiftness in response am spontaneity of interactions were 

inportant elements to participants' sense of these paradigmatic 

actions. Frcm the speed of imividual responses a general nanentum 

gathered. With ~tus at the forefront participants allowed 

themselves to cover a vast annmt of grourxl. '!hey were able to 

explore a great deal in a relatively uninhibited fashion "creatively". 

Critique often followed, but sane time after this process. 

Although critique was not part of their "go with it" responses, 

sane creative content was more valued by participants than other 

content. As cam described it, those most highly valued terrled to be 

reactions which had a "tum". '!hat is, they were reactions wherein 

meanirq was charged "dramatically". 

- You 1lllSt provide a dramatic context, a dramatic tum. '!here 1lllSt 
be a focus for tension. cam) J-11-1. 

Meaning was "tmned" so quickly in these "go with it" responses 

that both senses of meanirq could be experienced simultaneously, at 

least the sense of change could be. '!his may be observed in opening 

lines which were proposed initially for a scene in the play: 

- "Jesus <llrist, - Hell Mary it's raini.rg" ••• am a lot of 
excitement, kids runnirg arouni. Eil) J-22-107. 

In this exanple of a "tum" Eileen suggested an idea for a scene in 

which a family is sitting down to a meal. 'Ihe father begins to say 

"Grace" with the words, "Jesus Cbrist", but as he is about to say 

''Hail Mary", the next words in the prayer, he notices that it is 

beginning to rain. 
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'Dle words ccme out instead ''Hell Mary,", his wife's name also 

beirg Mary apparently. In cxntinuing on to say it is rainirg the 

context has been entirely dlanjed. '!his is one of the few examples of 

a "tum" acknowledged explicitly through djSOJSSion: 

- At I.enore' s, when I was t:alki.ng about the fann settirg? Ard like 
when I said its rainirg outside ••• Eil) Yeah, it brings a whole 
different meanin:.J to t:hirgs. cam) A-1-183. 

Experience of meanin:.J creation am dlanje in meanin:.J such as this 

carried with it a special sense of certainty - p:rofoum experience in 

meanin:.J creation. An additional element, m:>re difficult to replicate 

in written fonn is the intensity of these 1d.rds of interactions. Sane 

participants appeared to value most highly the intensity of the 

experience. 

'!here were sane areas wherein participants experienced a sense of 

''success'' through use of this emerging paradigmatic response. In 

tenns of socializing, in:lividuals acting in this manner brought a 

sense of fun, of "partying" to interactions. It was also of 

assistance with respect to sane activities such as fun:iing. In these 

instances this approach generated excitement am a variety of options. 

However, use of these paradigmatic actions do not appear to have 

been experienced as "successful" for participants in their initial 

erneavors to produce sanething concrete in the fonn of a script or 

presentation. Despite richness of content created in their "go with 

it" responses, participants did not establish through those responses 

a structure for m:>re prosaic, ongoing activity. 

- I still think we could get together in a group am start t:alki.ng 
about it. But when I stopped to think about it a:ftel:wal:ds ••• Ann) 
A-14-306. 
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- For sane :reason we thought that was gocxl until we thought about it 
after. Eil) A-14-303. 

'!his makes sane sense in that nanentum, as previously described 

~to became a sirgular focus in participants' "go with it" 

interactions. Fran that perspective content was t.remen:iously 

significant. However, it was primarily significant as fuel for 

loccmJtion. A breald.rg point was eventually reached. 

As described previously through the image of a double helix, sane 

data iniicated that participants were relying on two distinct 

paradigmatic responses. Data irrlicating participants' reliance on 

distinct paradigmatic actions also suggested a tension between these 

two responses. '!he two sets of paradigmatic actions are best obseJ:ved 

in relationship with "each other". 

b) Participants' "Get-Got Something Concrete" Response 

Participants' "Go With It" responses might be described as 

"certainty through force of movement". In contrast, participants' 

"Get-Got Somet:hirg Concrete" response may be more aptly described as 

stenming fran a desire for "hold it in your harrls" certainty. 

Participants expressed a need for certainty in these tenns on 

several occasions. '!he following data represents one of their first 

expressions in a fonnal. meeting: 

- I'm ready to see it (their work] be sanet:hirg. Eil) A-1-247. 

When they chose to articulate the need for "concrete" direction 

enphatically they were nigh to breaking point. 
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In later meetirgs after this "stage", participants began to use 

the 'WOrd "concrete" related to these COncenlS am their paradigmatic 

actions as the followirg statement .inticates: 

- We need sanethi.n:j concrete, we • re gettirg anxious. 
Jes) A-18-505. 

With this paradigmatic response, certainty appears to be linked 

for participants to "the concrete" in two fonns: a) a construction 

process anchored in physical objects am b) an aim towards rapidly 

constructirg a physical presence with sane quality of "pennanency" a 

"finished product" or sanethi.n:j to show for the time spent. 'Ihis 

would be distirguishable fran "physical", in the sense of n¥JVement. 

It would be "physical" then, in the sense of static object, for 

instance a script. Hence participants were frequently focused on 

artifacts of all kin:U;, "sets", "programs", "posters", am 

''costumes''· 5 

D.lring the first few meetings discussion of furxi-raising was 

another concrete set of actions for participants. It was also an area 

in which participants were clearly the decision-makers internal to the 

project. In fact, they spent two thirds of one meeting cam did not 

at.ten:i di salSSing strategies on both fund-raising and gaining access 

to the theatre am its technical equipment. 

- How do you go ahead arrl do advertising without any 100ney? 
Joy) J-22-70. 

- We talked about, for example havirg a program. Um, havirg a 
keepsake program. We'll need 100ney to do that. Jes) J-22-82. 

- One 100re thi.n:j Jessie. About the theatre, do we have a key ••• we 
need access. cause I'd like to get in there for audio equipment 
sanetime. Jim) J-22-125. 

- • • • Not just the theatre but the sound booth and the control 
room. Jim) J-22-127. 
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- ro they have ~ in the fall that we have to work al:'Ollni? 
Joy) [An exten:ied silence which Jessie breaks. ] No they have 
not:hinJ on. Jes) J-22-130. 

Participants did continue on to di soJSS a potential begi.nnirq scene 

for the play briefly ani then drifted into personal ''historical" 

mem:>ries. Ha.¥ever, this was how they began the meetin;J ani then 

p:roceeded to sperd considerable time in di soJSSion. '!heir dj scussion 

was a less w:gent fonn of "get something concrete" response for 

participants. 

Emel:ging Elements In Participants' Response: 

'!his response was a mirror image with participants' "go with it" 

responses wherein they attempted to build momentum. Based on data 

analysis fran fieldnotes, intensity for participants appears to have 

been strongest at the begi.nnirq of their "get-got something concrete" 

responses. If they were able to experience satisfaction with 

obtaining something concrete their intensity diminished. However, 

participants' intensity continued to build, if no "results" or 

products were obtained. 

When respon:ting with this paradigmatic action, intensity was not 

experienced by participants as desirable or enjoyable. At least to 

begin with, angst appears to have played a greater role for 

participants in "get something concrete" responses. '!his was in 

contrast to the excitement ani thrill of "go with it" which frequently 

had a game-like quality associated with these interactions of 

participants. 
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As with participants 1 "go with it" response this paradigmatic 

response appeared to result in participants experiencirg sane sucx:ess 

in certain areas of activity. For exanple, these paradigmatic 

responses frequently brought administrative activities arrl "concems" 

to the fore. A sense of urgency was also generated in participants 1 

interactions of this ilk, which then prarpted cc.mnitment-mak:irg by 

imividuals. 

'!here were areas of activity in which participants' get sanething 

concrete response did not appear to have the desired effect for 

participants. For instance, these paradigmatic responses did not 

generate toore energy in their actors. Tasks of a creative kini were 

not often "sucx::essfully" tackled through participants' paradigmatic 

actions in this manner. 

c) Tension Between 'Ihe Two Helixes 

Havfn; described both strands of their double helix, the study 

en:leavors to represent a dynamic relation between two of the 

participants • responses as observed. In tenns of emergfn; patterns of 

relationship between participants' paradigmatic actions, it might best 

be described as a shiftin; between "goirg with it" arrl gravitatirg to 

"sanething concrete" or "get-got sanething concrete" for the group. 

A few participants were particularly vulnerable to experiencirg a 

tension between paradigmatic responses. 'Ihe followirg quotations were 

statements made by the same participant. 'Ihe first quotation 

"foreshac:laNs" a tension: 
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- Improvisation. • • '1his kirx:1 of thing scares me but it also 
intrigues me." Ann) J-11-55. 

'lhe followin;J quotations were statements made by the same participant 

duri.rg one of their "go with it" responses": 

- I fini that extremely exciti.rg. Really extremely excitin3'. Ann) 
A-1-256. 

Although derived fran a later meetin3' 1 the followi.rg quotation 

in:ticates the excitement associated with the original experience. 

Concurrently 1 this statement illuminates a shift which in this 

instance took place for the participant in reflections after the 

meetin3': 

- I still think that. I still think we could get together in a 
group an:i start talking about it an:i still get all excited about 
it a:fte:rwards. Ann) A-14-307. (later meeting] 

'lhrough a study of this " shifting" element in participants 1 

interactions 1 several pattem changes emel.'ged concerning participants 1 

shifting interactions. '!his study of data concerning participants 

"shifting" between paracligmatic actions yielded three clistinct 

"layers" of patten'lS. 

Participants 1 Shifting Patterns Internal To Meetings: 

If one "carved out" a slice of data from the middle of any one 

meeti.rg 1 one might discover participants shifti.rg paradigmatic actions 

with sane regularity in their attempts to locate and rely on a single 

paracligm. '!he sanple given earlier and partially repeated here 

provides data of such incidence: 

- What elements of that stir up excitement? cam) war displays 
sadness an:i victocy - happiness [unknown source] • 'lhey were 
fighti.rg each other. Joy) You had to report. Eil) 'lhey took all 
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your guns. Joy) Did anyt.llinJ turn this town on its heels? cam) I 
don't think the town ••• 'lhe church wouldn't let it happen. 
[Unknown source.] ('Ihere was sane laughter, sane silence.] 

-What were the up times for them? cam) ('lhe te.np:> was dyirg out. 
Jessie began to pass a book aroum in response to cam•s question. 
Soon after there was silence. 'lhe silence was finally broken.] "I 
told everyone that this was an important meeting" Arm) • (More 
silence suggested a lost sense of direction.] cam says, "You just 
keep tal.kilx.J, it's borirq, but I'm taking notes. J-11-10. 

Beginning with a "go with it" response, participants shifted to get 

sanethi.rg concrete within a few short minutes. 

Patterns Unfolding For Entire Meetings: 

catparisons between one entire meetirg am another suggested an 

overall pattern to these earlier meetirgs. '!his pattern appeared to 

be crystallizing for participants about the time the study began. It 

was described outside of taped meetirgs by one member, Anna, who 

experienced it, perhaps, more profourrlly than m:st other participants. 

Anna described her experience, "'lhis always happens. At the errl of the 

meetirg I always feel better, like we've done something. But then 

between times I feel like we haven • t accomplished anything." 

[Paraphrased. ] 

In brief, then data analysis irrlicates that at the start of each 

meeting many participants carre with a sense of concem, looking for 

sane sign of progress, a "get-got something concrete" response. As 

they began to dj scuss am pin dCMn some things they would also begin 

to feel canfortable enough to explore ideas or "go with it". 'lhe 

energy from doirg the latter would leave them excited. 'lhe meetirg 

would en:i on an "up note". 

Participants would then go home am over a period of time realize 

they had not entirely addressed their need for something concrete. 
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'lhey would cane to the next meeting concerned again. '!he quotation 

belC7N, although c::anirg ·fran a meeting a little later in the process 

describes this pattern: 

- I got so excited am then when I got hane I thought, ''My god 
that's a stupid idea". Jes) A-14-300. ['!his seems to have 
ocx::u:rred 100re for wanen who took on a leadership :role in group 
activities tllan it did for the men. ] 

Patterns [)escribinq Qlanqes In Meetings over Tilne: 

Although there are data iniicating that the above two patterns 

might be observed in ongoing interactions cnoong participants, there 

are also iniications that the frequency of their shifts chan:Jed over 

time. Again, data analysis throughout the entire field experience 

suggested participants' shift between "going with it" am searching 

for "sanething concrete" became more an::l more abbreviated until at 

certain times they were left with dwelling on whatever could be 

disoJSsed concretely. In effect, this narrowed participants' range of 

activities. As participant obseJ::ver I experienced this initially as a 

shiftirg arouni fran topic to topic followed by silences. 

'!he emphasis on relying on one paradigm or the other with more 

regularity am intensity as an element of these interactions chan:Jed 

over time. '!his eventually lead to a breaking point wherein 

participants were experiencing urgency in finding "sanething 

concrete". 

A sanpling of sane of their starts has been gathered. Many of 

those which follcw had a "go with it" quality, but were preempted 

along the way. 
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- original Research: 

Despite sha1:in; sane ideas moongst themselves about their 

research, participants did not appear to have focused in a 

concentrated fashion on sharirg what each leamed through the 

research. 1he research had been divided axoong them fran a list 

develope:i by Eileen based on early group meetings. cam seemed to have 

known about the list am sane of the research. 

Instead of prarpt:irq them to "report" their firxtings, cam advised 

the group to think about research in this way: 

- 1he personal history is the best. 1he things that are inplrtant 
to you. • • 'Ihe things on the list will be a byproduct. cam) 
J-11-35. 

Rather than relyin:J directly on participants' discussions of research 

that had already occurred, he suggested new areas of· research with new 

dilnensions associated with the research: 

- lenore, can you think about isolation? Lyle, you're interested 
in the catalogue. How did they base commerce? How did they 
order coal? cam) J-11-41. 

'!hen, at the next meetin:J cam indicated they would not discuss 

the new areas: 

- All I wanted was to really put people in touch with elements of 
themselves. I don't want to have people blurt that out now. Not 
inplrtant now. It will· be important later because it will be 
part of a bigger thirg. Cam) A-1-193. 

At following meetings Cam atterrled there was confusion between the two 

sets of research begun. A few participants privately expressed 

frustration that this research work "had gone no where". 

Even when I was researching I just felt, ''What's the use?" '!his 
isn't goin:J to be used. Which it didn't. Allie) S-16-p.3. 
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'1he research done by participants was to be used eventually, but in an 

iDiirect manner, as backdrop to improvisation. A few participantS 

would recx:lgllize this at a later point in the process. In the 

meantime, the interpretation that their prior "WOrk was not beirq used, 

prevailed for participants in the first three meetings of the study. 

-Skits: 

In addition to speaking of research infonnation, participants 

periodically referred to ideas for skits in various stages of 

creation. Sane participants had begun to "WOrk on skits. However, 

when cam began to atterxi meetings their earlier "WOrk does not appear 

to have been acknowledged directly. cam only became aware of this 

through the meetings. 

- Has everybody got their little bitties all figured out? Ior) No. 
this is what we're not doirq. we • re not doirq that. len) Why 
aren't we? Ior) For a rnnnber of reasons ••• cam) - No, see. He 
[cant] doesn't want us to think of this as little skits because 
it's not goirq to be skits. len) It may well be little skits. 
cam) A-1-195. 

- We may not be able to use all the ones we had sort of planned on. 
Ior) [k)esn 't matter. We hadn't really planned on anything. So ••• 
cam) Well we did before you got here. Ior) Oh. cam) We didn't 
plan. Eil) ••• Runnirg into such deaderrls. Ann) Although that 
wasn't such a bad idea to start with ••• it was a wash... I'm glad 
you're here cam because I enjoy • • • Ann) Okay where are we? 
Eil) A-1-.88-274. 

- Exoloration Of Ideas At Meetings When 'Ihe Study Began: 

An incident in which participants emaged in "go with it" 

paradigmatic action has been selected to exemplify a series of c.harges 

which occurred over several meetings. As well, this selection 

provides context for the passage which was included in initial 

descriptions of "go with it" responses. 
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At one of the early meet.in:Js cam was unable to attern, toward the 

em of the meetirg those atterrling briefly began to explore an idea 

for the ''play" contributed by Eileen. With encouragement fran others, 

she described the scenario of a family in a time of drought sittirg 

down to a meal. Accordin.;J to Eileen's idea the opening lines are 

spoken by the father of the family. He begins to say the first words 

of "Grace", but suddenly breaks off: 

- "Jesus Olrist, - Hell Mary it's raining" ••• arxi a lot of 
excitement, kids running arourxl. Eil) J-22-107. 
You would say the whole thing. You never stop in the middle of a 
prayer. len) It doesn't work if you don't stop. Eil) 'Ihe problem 
of tying it all in together. . • Like Eileen said, using the 
family, whatever issue you're dealing with, you'll be involved 
with the family. Jes) 'Ihe son could go off to war. You could 
brixq in the Wheat Pool scene Joy) • '!he father could be a 
dcx::tor. Jes) '!his would all take place, I presume within a space 
of about 10, 15 years. Jim) '!here we go, we have the whole play 
right there. Jes) J-22-107-113. 

'!his idea was raised apparently between meetings amongst sane 

participants: 

- I •ve replayed this in my head over am over. Ann) Were you there 
that night? Eil) No, no, no. But you've told me about it. 
Ann) A-1-238. 

However, at the next meetixq the originator of the idea was reticent 

to describe it in deference to cam•s plans: 

- Eileen have you ever told cam that first scene you thought up one 
day? Jes) [laughs arxi then there is silence.] We're not supposed 
to be doing skits. Eil) It's so good. I want you to tell. Jes) 
Well it was when we were ta1kirg about what are we going to en:i 
up with ••• Eil) A-1-233. 

Eileen described the idea of beginning the play with preparations 

for a meal startixq with "Grace". 'lhe idea was picked up am modified 
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in "go with it" fashion as descr.ibed. cam began toodifying her idea to 

suggest the scene form the entire framework of the play in a specific 

manner. 

- '!he whole thing transports to another place arrl sanething else 
happens. So it comes back to the table again. cam) A-1-244. 

Despite ac::x:eptance of cam 1 s suggestion arrl contributions made to it by 

participants, at the meeting which followed the idea as toodified was 

rejected during two meetings which followed. 

- For sane reason we thought that was gocxi until we thought about 
it after. Eil) A-14-. 23-303. I still think that. I still think 
we could get together in a group arrl start talking about it arrl 
still get all excited about it. But when I stopped to think 
about it afterwards... Ann) A-14-305-06. 

It was never pursued again after this discussion. 

'!his incident has been selected to exemplify tension between 

participants' two paradigmatic actions. In this instance, neither set 

of paradigmatic actions provided apparent satisfaction for 

participants. Shiftirg fran one to the other left participants with 

toore ambiguity. 'lhese early paradigmatic actions were not linked with 

explicit, c::ontl¥:)nly acx::epted criteria to evaluate what they created 

through the responses. 

Participants 1 interactions thereafter led them to a crucial 

tuming point ushering in new meanings for them. '!his tuming point 

will be addressed as part of a question conceming participants' 

paradigmatic actions as response to their ambiguity. Generally, how 

did participants' paradigmatic actions affect their ambiguity? 

Although this segment has addressed that question through scattered 

references a toore focused reflection follows. 
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d) Participants' Ambiguity And Paradigmatic Actions 

Ambiguities were previously listed in the fonn of questions 

participants expressed experiencing through their djscussions. Dlring 

this stage, in a few instances as participants experienced sane 

ambiguity, they stopped experiencing other fonns of ambiguity or 

appeared to experience them less intensely. 

Participants' concerns with ambiguity changed over time through 

various means. For exanple, sane of their ambiguities would be 

displaced by others ta.kinq precedence for participants. Questions 

concerning content ani fonn of the play eventually emerged as 

uppenrost for them. 

'!he sbJdy has posited tllat participants 1 paradigmatic actions 

changed participants' concerns with ambiguity over time. '!his sbJdy 

has proposed tllat their paradigmatic actions were both generated as a 

response to ani had an impact on their experiences of ambiguity. What 

follows is consideration of incidents wherein participants experienced 

reduced ambiguities related to their paradigmatic actions. Incidents 

wherein participants experienced escalated ambiguity are explored 

thereafter. 

1) Reduction Of Participants 1 Experienced Ambiguities 

Although participants' paradigmatic actions were not the only 

means by which their ambiguities were reduced or susperrled, it is JOOSt 

important to enphasize tllat their paradigmatic actions did reduce to 

sane extent participants• concem with respect to ambiguity. For 

exanple, during these actions, regardless of the "results", for a 
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pa:iod of time participants experienced certainty through the sense of 

bein;J ergaged in cx:mta1 action. Specific to one of their responses 

nanentum associated with "go with it" gave them sane sense of CCil'IOOil 

direction for sane time. 

As part of their paradigmatic actions, participants strove to 

create a paradigm or framework for actions of both a prosaic an:i a 

profoum nature. 'Ihrough discussion, participants' irxllvidually held 

paradigms did shift toward each other. Same of their canronly 

experienced argst about ambiguity was thereby resolved. 

'1here were several different patterns of interactions by the errl 

of which participants no longer appeared to experience ambiguity in 

the same manner as they had previously expressed. On the basis of 

the apparent effect of these interactions, they are referred to as 

"Slip Shifts". 

Participants' Paradigmatic Actions and "Slip Shifts": 

"Slip shifts" were very subtle charges in participants' meanin.; 

over time. '!he study traced their charges in meanin.; mainly through 

participants' constant references to ambiguities -hence the lengthy 

"list" of their questions in a previous segment. When returning to 

sudl a list if participants' experience of ambiguity had charged, then 

consideration of how their meanin.; had changed was necessaz:y to 

interpret such slip shifts. An important exanple of a "slip shift" in 

participants' experience with ambiguity is provided. 

534 



- Ambiguity EXPerienced: 

Several participants expressed uncertainty about how to 

contri.bute to research ani writing of the play not being fran 

Goetheim. 

- Yes, but I or we who are not fran here, what can we say? '!here 
has to be another method of getting this stuff out. Ann) J-11-19. 

As dena1strated through den¥::x]raphic data IrOSt participants were not 

fran the camnunity. (See Apperxtices, Section 'Ihree for compilation of 

den¥::x]raphic data.) As described in Qlapter Five, based on a len]thy 

process of data analysis the study posits that participants' concems 

related to creating the play were linked to their larger sense of 

ananic contitions related to their experience of the connnunity. '!his 

-would provide explication for the intensity with which participants 

expressed their concems. 

Herein lies a possible irony. Given the project's focus on the 

histocy of the camnunity, the vecy place where those experiencin] 

unconnecte.dnes to the camnunity sought release fran concern with 

identity ani behaviour may have sex:ved as a constant reminder of that 

unconnecte.dnes. 

-Shift: 

'!his aspect of participants' ambiguity was dealt with in an 

imirect way. When cam gave research assignments, he did not specify 

the Goetheim camnunity. It was possible to take his topics ani apply 

them generally fran one ccmnunity to another: 

- Now if you were doing your job fifty years ago - what would you 
be doing? • • • Don •t think about just technical .inplications. 
cam) J-11-39. 
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- lenore, can you think about isolation? Lyle you're interested in 
the catalogue (Faton's]. How' did they base ccmnerce? HCM did they 
order ooa1? cam) J-ll-41. 

- '!he personal history is the best. '!he th.irgs that are important 
to you. • • '!he t:hirgs on the list will be a bi -product. 
cam) J-11-35. 

'1hus people who had fo:r:merly felt they could not contribute because 

they were not fran the area did research through speaking to their 

parents am reflected on their own experiences: 

- When I got into tal1d.rg to my lOOther about my little project ••• 
one of her recollections was go.irg to school in the toornin:J. 
Ann) A-1-185. 

As a result of this process, a shift in umerstaniinq theatre am 

the process of creating it was manifest in a "go with it" conversation 

participants had about the possible content of the play. 'Ihe 

conversation took place near the errl of the second meeting of this 

period, the meetirq which cam was unable to atterrl: 

- How' specifically does Goetheim. • • like as long as there's 
references specifically stuck in, this could be fairly mrlversal. 
- Well except for the Gennan-catholic ••• Joy) J-22-157. 

-Well I think it should be just rural Saskatchewan. Like I mean ••• 
- Has to be Gennan catholic. len} J-22-158. 

- You know' we could probably make it in such a way that they would 
say 1 "Hey 1 WCM this is Goetheim am then you could go over to 
Biggar and they'd say ••• Jim} J-22-159 

-Actually, you could - if there weren't too many of those 
references. With a little research you could go on tour and 
change those references. Joy) J-22-160. 

Although there was still sane confusion about content for "the 

play" 1 such "go with it" discussion indicated that participants had 

distinctly shifted in their perception about theatre. Yet they had not 

directly reccgnized this themselves at the time, hence use of the word 
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"slip" in the study. '!his shift was also to have implications in 

tenns of participants begimlirq to brirx.J to bear their own historical 

context as a framework for ma1d.n; sense of this camnunity. 

'lhe study then suggests that participants 1 paradigmatic actions 

did assist them in reducilx.J sane of their ambiguity am associated 

anxiety. It also suggests, however, that participants 1 paradigmatic 

actions were insufficient to resporrl to a growing sense of anxiety. 

2) Escalating Alnbiauitv 

Part of earlier difficulty for participants seems to have arisen 

out of literally experiencirx.J no gestalt as a group. Everyt:hi.nJ 

becane equally important. While a few participants experienced sane 

things as more inp)rtant, others did not. Related to the four 

different orientations, in the first meetings there was sane 

disagreement about when they had "sanet:hin;J concrete" or not. A 

sufficient mnnber of participants turning to cam for guidance meant, 

at least for those participants, initially abandoning early "go with 

it" am "get-got sanet:hin;J concrete" efforts. Neither sets of 

participants 1 paradigmatic actions had been entirely effective. 

For sane participants, as an expert in theatre, cam represented 

havirx.J an anchor in certainty about theatre process apart fran their 

paradigmatic actions. Interestirx.Jly, however, even cam 1 s process at 

the begimlirq brought more ambiguity with it in relation to their 

paradigmatic actions. 

When cam becane involved with the theatre project he attenpted to 

provide a framework through describing important elements of 
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"theatre". He did this through askin;J participants questions to 

stinulate certain ways of thinking about research material ani by 

givirq them assignments to be done between meetings. 'lhese 

assignments, for the na;t part were not CXJJIPleted by participants 

duri.rg this stage. 'Ihrough these assignments he had wished to have 

the group dj scuss, explore an:i exchange, this time with him arcoJ'X1 

them, so that he could be part of that process. 

'!he sanplings already described comprise several bits of work 

that never seemed to lead to a sense of completion for participants. 

'!hey IOOVed instead into nore research, reflection, ani discussion. 

cam explained that he gave those assigrnnents to participants to make 

them resporxi ani to make them think about the past in a nore :i.nunediate 

way. 

Pattenls of dj scussion in which participants were able to share 

an:i exchange ideas ani feelings about their experience, continued 

throughout this "stage". As observed in the field five daninant 

themes reflected in their discussions have been illuminated. However, 

saoe of the themes appeared less frequently as participants began to 

acknowledge less frequently these initial pattenls. 

As they began to acknowledge nore arxi more a sense of urgency for 

concreteness, this came to displace all other themes. It was the 

fifth theme, "process" which emet:ged as dominant. Participants seemed 

to retain correlatively less arxi less remembrance of what they had 

acce~Iplished. 
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SHIFriNG SHAPE I PARI'ICIPANI'S I BREAKING FOINI' Acr:IONS 

Included in Cllapter Seven's introduction to "Shapes Of 

Interactions" were descriptions of "five shapes" developed fran data 

analysis. Two of these shapes of interaction, "paradigmatic actions" 

am ''breakin:J point actions", were linked together as participants' 

responses to ambiguity. '!hey were connected through both 

participants I intemalizations am extemalizations • 

One exanple of participants' paradigmatic actions wherein they 

were able to intemalize a shift of meaning from cam's paradigm of 

theatre was provided in "Slip Shift". 'Ihrough internalizing an aspect 

of cam•s theatre participants' irrlividual frameworks of theatre were 

IOOdi.fied canr.oonl.y. 'Ibis shift in meaning apparently reduced sane of 

their ambiguity and associated anxiety during one of participants' go 

with it" responses through extemalization. 

In contrast to "slip shifts", there were interactions in which 

participants appeared to experience ambiguity so intensely that they 

could not proceed without a strild.rq shift in their interactions. I 

observed participants experiencing several of these ''breaking points" 

throughout the fieldwork. 

Participants' Series of Breaking Point Actions, '!he Beginning 

In the interviews which came much later, well after these 

meetings, am from "the other side of their sense of crisis" 

participants spoke of their escalating concems during this period. 

-We were really quite lost by then. Participant) o-1-p.22. 
- I take it from what happened, because we sort of stagnated for 

two solid months - July and August - nothing just happened out 
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of all of that. • • It was really good when we finally got 
together ani did that t:J:U.n;, that one Saturday with cam. Until 
that point we were pretty lost. Participant) o-1-23. 

One such "b~ point" emerged for participants when their 

paradigmatic actions did not provide them with relief fran ambiguity, 

but rather escalated their ambiguity. '!his experienced b~ point 

created such a dramatic shift in participants' meanings ani 

interactions that the study refers to participants' respon:ling series 

of b~ point actions as the em of a stage, this Act-Play ani the 

beginnin;J of another. 

Dlring this stage, participants' paradigmatic actions appeared to 

set off toore ambiguity eventually than they resolved. As in:licated, 

tension experienced between shifting from one paradigm to another toore 

ani toore frequently did not alleviate, but raised participants' sense 

of uncertainty and change. Particularly by the third meeting during 

the study, they were experiencing heightened concern al:x>ut ''making 

progress". Ambiguity of process was IOOVing to the forefront as a 

concem for many. 

'Ihrough observations of participants' ''b~ point actions" I 

came to hold a strong sense of clustered interactions. 'Ib locate 

these clusters in data analysis I fourrl it of most assistance to 

search for their experienced b~ point - a shift in tone ani 

intensity of interaction. In the Mobile-framework this "eye of the 

sturm" is referred to as "Breaking Point Clarity". 

In addition to describing b~ point clarity, as a consistent 

process in data analysis, I have back-treaded fran the b~ point 
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· to discover interactions evidencing participants' dissonance. To the 

extent that they chose to articulate a source for their dissonance, 

these ananalies have been described umer "Irxlications of Discanfort". 

Participants' "Response to Breaking Point Clarity" have been recorded 

as well. 

Relyin] on data analysis, the study suggests that JOOSt 

participants • experienced a series of escalating breaking p::>ints 

towards the eni of this stage. '!he followin] data reflects their 

sense of bein] overwhelmed, of breaking p::>int. 

a) Breaking Point Clarity - What are we doing? Who decides? 

'!here were no specific words fran participants articulating a 

breaking p::>int. rrhrough data analysis outlined in O:lapte:rs' Five ard 

Six, the abstract concept came to be applied to describe those 

oc:x:asions when participants were strugglin] p:rofoun:ily with jarrin] of 

meaning. 'lhe first few minutes of the third meeting after the study 

began, suggested a gradual grinding to a halt - a sense of lost 

direction for participants. 

- Okay, so what do we start with? What's on the agenda? Ann) Not my 
ball game. Jes) n:>es anyone have an agerrla? Ann) A-1-.01-165. 

'lhe issue of who would make decisions about direction seemed to emerge 

first as a problem of meaning in action. 

b) Irxllcations of Discomfort 

Most participants came to have, in varying degrees of intensity, 

a CX)l'lSistent sense of spending time on the project, but "getting 
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nowhere". '!hey came to have a c:x::llllal conc::et.n directed toNards having 

sane sense of progress. Participants ~ to JOOSt st.ron;ly link 

"progress" with mak:in] a decision about what they would do, but JOOSt 

inportantly with sane pennanence associated with the decision. '!hey 

expressed this very specifically in tenns of the "stage-product": 

- Well it was when we were taJ.kin;J about what are we going to en:l 
up with. It's on everybody • s mirn, ''What are we goin;J to en:l up 
with?" Arrl fran all that everybody seems to be centred in one 
spot. Sanethir¥1 - just got to be that way - t.hin:Js that are 
going to happen on the stage. Eil) A-1-235-36. 

Prior to expressing this deeper conce:m with direction, 

participants had to consider toore than whether ani how to express 

their concems. '!he first element of breaking point was ''With whan 

ought they to express their concems?" 

'lhere were disagreements about the "situation" or what was 

stoppin;J them fran mak:in] progress. SaDe participants felt they 

needed an expert to assist them. For exanple, sane felt stron:Jly that 

they were unable to write a play. '!hey did not know where or how to 

make a start: 

- Writers just write for themselves. I prefer to mimic as create. 
'!he whole idea of writing sanething for stage st.urcps me. 
Ann) J-11-38. 

other participants did not think that an expert was necessarily 

needed. However, as the shifts between "going with it" ani searching 

for "the concrete" did not appear to V~Crk, their interactions 

reflected less ani less of an attempt to act decisively. '!he 

quotation provided concerning responsibility for agenda inticated 
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increasin;J struggle in terms of the quesCion of leadership am 

di.rection. 'Dlis in tum led to a sense of floumerin;J for all 

participants. 

c) Participants 1 Response 'Ib Breaking Point Clarity 

'!here were two shifts in interactions. '!he first response came 

fran cam who proposed suddenly that the group engage in a theatre 

workshop-like activity. 'Ihe seconi shift came fran some participants. 

'Ihe C'Jlan;Jed response fran participants was a unified "submission to 

his di.rection" at that time. Even those participants who felt they 

did not need an expert fran outside the group threw themselves into 

the activity he suggested. A sense of group swelled through their "go 

with it" response to cam•s activity. 

cam 1 s words during the July 11th meeting suggest a strorg sense 

of direction for group activities which was hampered by both an 

inability to devote more time to the project and a problem of 

inadequate facilities: 

- I wish I had a room with more space. I'd like to move arourrl. 
cam) J-11-44. 

At the beginning of the August 1st meetin;J he described his sense of 

direction for the theatre process: 

- One of the things I would like to have been able to do and will 
do eventually is to do a series of exercises to make us 
experience the same place at the same time. Arxi there will be 
qualitatively given shifts ani nuances just by suggestion. • . But 
if you relate those to the stories, they take on meaning. When 
they take on a meaning, when time and place take on meaning, uh, 
well then you've really got something. '!hose will be the raw 
material fran which we make up our show. cam) A-178-80. 
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However, the problem of facilities still appeared to have posed a 

problem for him at the begirmin; of the third mee~: 

- So uh, I 1m not exactly sure what. • • we can do just sittit:g here. 
cam) A-1-181. 

It was not until well over half an hour later when participants were 

clearly flOUl'derin;J, nmni.n;J off on targents, shiftin;J paradigmatic 

responses, that he detennined to begin regardless of the 

circumstances: 

- [Silence followed by Lenore speakin;J to Anna 1 s child who was 
present. ] It's a goose berry. Want to eat it? Sour isn 1 t it? 
len) A-1-200. 

- (cam then stood up] - Okay, let's ••• I'm goin;J to get people up 
to do sane t.hings. Just to give you an idea of what I'm talki.rg 
about ••• Get this out of the way... (chair) •• A little walk way, 
five steps... A-1-.25-201. 

cam's instructions on that evening suggest he was "i.mprovisi.rg'' 

the activities, himself, given the surroun:tings: 

- I'm goirg to give you, uh, eveeybody a place. Ani uh, by walking 
across the room an:i without speakin;J, I want the rest of us to 
krlc.7.r what the place is. What ••• only I don't want you to 
c:letoonstrate it. I don't want you to talk. It'll be purely by 
bein;J there. cam) A-1-203. 

- By observirg what's arourrl you ••• With actions? Ann) Not 
necessarily with actions. I mean if I say. • Well you '11 see. 
cam) A-1-205. 

- You work together. (cam decided to create pairs.] Go talk. cam) 
We can talk? [Unk:no'.m source.] cam) A-1-207. 

- 'lhe exercise is just to walk into a place am be there. Ani we 
have to figure out where you are. cam) A-1-208. 

'!he general structure for the activity included dividing the group 

into pairs. cam whispered the name of a place and time to each pair. 

We were then to "act out" bein;J in that other place am time which cam 

had whispered to them. '!he remaining participants were to guess at 

the location the pairs were corweyin;J. 
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Scenes conveyed by participants included: 

- starxiin;J in the middle of a field viewirg a crop. 
- Bein) in a creamery. 
- Bein) in an ice hockey arena. 
- Being in a dance hall before the dance. 

Sanplirg of participants' responses were: 

- '!hat was just a good guess because I •ve never seen a hockey game 
qo this slow. len) A-1-211 - How did you guess? cam) Well they 
stood, one here -walked aroun:l.. then she said "cold" - (gesture 
with arms shivering]. Deb) A-1-211. 

-We didn't rehearse a big scene. len) What are they out lookin;J at 
crops? 'Dley 're looking at sanethi.rg. Be there. cane on. 
'Dley're not gettirg much season across. cam) A-1-213. 

- You guys didn't mime that much. (cam is referring to the 
re-created creamery scene in which Arma was ''moving" cream 
containers arourrl to suggest location. ] I worrler whether an 
audience fran New York would have got it? cam) I've never been 
in a creamery. It was the only thi.rg I could think of to do. 
Ann) A-1-216. 

cam concluded the event with a series of intense statements 

about theatre. Fran his tone arrl manner I inferred at the time that 

he was speaking fran a sense of the profourrl. In listening to the 

tapes my sense of his concem with profurrli.ty was heightened. 

- It • s like you're just standing there lookin • out arrl suddenly 
you're on the prairie. Why? '!hat's, that's the power we have. 
Don't ever sell yourself short. cause it's there. A-1-217. [He 
declared this most eq>hatically. ] 

- '!hat's what presence is. A person has the ability to just walk 
onto a stage ard just communicate their thoughts. 
cam) A-1-224. 

- If we were to work on this scene arrl it is worth working on, I 
would ask you to do it in half. carry the same emotional energy 
but half the physicalization of that ••• cam) A-1-231. 

- I •m anxious to get going ••• as I imagine you all are. '!here's a 
really good energy level here tonight. It' 11 be nice to start 
working on little bits. See what happens. cam) A-1-234. 

cam•s response to participants' breaking point, apparently 

partially satisfied participants' need for concreteness. '!hey had an 

opporb.mity to "act" rather than to discuss. Secord, relyirg on 
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detailed data analysis the study posits that there was an llnplicit 

decision by all participants 1 to accept cam 1 s authority t:errporarily. 

'lhe study additionally proposes that these two reductions of 

ambiguity afforded participants sufficient energy arxi sense of 

unanimity to p.u:sue with cam a nuch 100re substantial element of 

mgency. In this marmer the first set of breaking point actions led 

to a secon:l set of breaking point actions. 

Prior to these breaking point actions sane participants had been 

caught by a contradiction. cam had been telling them what great group 

tnlst they had. '!hey expressed feeling anything but brave. For 

confidence sake, they needed his canpliments as an "expert". Yet, 

generally they did not wish to do that for which he was complementing 

them, take the risks he was suggesting. For exanple, they did not 

wish to sperxi 100re time exploring. '!hey longed for "sanething 

concrete" in the fonn of a play. 

Breaking Point Actions Pursued 

After the physicalization exercise which cam proposed, group 

members sat down to discuss plans. At that point sane group members 

confronted cam directly with their concerns about having no sense of 

progress. 

a) BreaJdnq Point Clarity 

Although others had hinted intirectly at their concerns, Eileen 

finally expressed them in a single sentence followed by a half 

apology: 
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- I'm ready to see it be sarething cam. Eil) Ulmararuratt. 
Jes & Ien) Gettin' worried about the deadline I guess. 
Eil) A-1-247. 

Although these words were spoken at the thinl meeting in a 

relatively quiet way, once they were finally spoken fonnally by 

saneone "official", the producer, it seemed easier for participants to 

recognize the depth of their concem. 

b) Irxlications Of Discomfort 

Prior to Eileen's reluctant declaration there had been sane 

intication of breaking point in participants' "flO\lJ'rlering" about at 

the beginning of the thinl meeting. When all participants willingly 

ergaged in cam•s physicalization exercise, there was a partial 

resolution of ambiguity associated with the breaking point. '!his 

partial resolution occurred in tenns of clarification of 

organizational structure. As previously posited there was an implicit 

decision by all participants to opt for one form of certainty, 

recognition of cam•s legitimacy not only as an "expert" on theatre but 

as a leader of this group at this point. '!his signaled the beginning, 

wherein participants • generally accepted cam as "theatre process 

decision-maker''. 

However, the cultural-meaning side of their breaking point 

remained to sane extent. Participants, havirg dealt with the first 

part of their breaking point were now able to focus exclusively on 

their bouts of anxiety about certainty in the sense of a search for 

concrete progress: 
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- Well it was when we were talking about - What are we going to 
ern up with. It's on everybody's mirrl, ''What are we go.irg to ern 
up with?" Ard fran all that everybody seems to be centred in one 
spot. • • • just got to be that way: '1hings that are going to 
happen on the stage. Eil) A-1-235-37. 

c) Response 

When Eileen described her concern cam shifted first by 1~ 

a.rxl then responding to Eileen • s description of a sense of urgency for 

"sanething c:x>ncrete". With support ard encouragement fran other 

participants, Eileen described her idea of the family say.irg "Grace" 

to cam as a c:x>ncrete start. 

As earlier outlined, cam responded to her idea by mcxtify.irg the 

suggestion. He did so through proposing that the prayer act as a 

springboard for scenes. Taking up his idea, participants began to 

contribute: 

- If we begin the play, the whatever ••• with, with the preparations 
for a meal we could introduce the basic characters. cam) We're 
going to have a dad? Oh yeah, Jim. len) Mass, benediction. it's 
the uh. It coUld be any rnnnber of things. [Group members cane in 
i.np:rovising lines.) "Go get carrots. Ann) No, I don •t want to. 11 

Jes). '!he whole thing transports to another place ard sanething 
else happens. So it comes back to the table again. cam) 
A-1-243-44. 

'1hrough this process a sense of concreteness was obtained by sane 

participants: 

- We eventually ern with amen two hours later? Eil) SUre. cam) 
Okay. Everybody got that? '!hat's what I picked up fran what you 
said. Ell) A-1-249. 

-Grace. Got something shaping up at least. Ann) A-1-266. 

Not only was a possible structure for the play created within minutes, 

but a concrete activity associated with creating scenes was outlined: 

- Write down "Grace" and then write down place, every junp off 
point. cam) All the places you can stop. Eil) A-1-266. 
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However, in diSOJSSions concerning staging the creation new 

ambiguities arose: 

-You actually dlange the physical scene? Jes) You don't actually 
have to have the meal. Jes) Oh no. All the stuff would obviously 
have to be mimed. cam) Just a minute. • • Ban1S burning down. how 
do you litysically do it? Jes) J:bysically? '!hat's easy. You just 
do it. SUddenly you're there. - T.V. cut. cam) A-1-250-51. 

cam explained that a canbination of mimin:J an:i using certain lighting 

c::cn:litions would be used. None of the participants (including the 

JOOSt experienced) had assumed this fran the dj srnssion up to this 

point: 

- So you, you're talking about a minilnal set. Ann) Oh absolutely. I 
don't think you can do this story with elaborate sets. cam) 
A-1-254. 

Most group members who spoke at the meeting responded positively 

at first to cam•s description: 

- Do it all with little boxes and black curtains. Okay, okay. Jes. 
Ann) A-1-255. 

- I find that extremely exciting. Really, extremely exciting. Ann) 
We can focus our energy on doing it rather than building things. 
cam) Yeah. [Several members say that.] I was worried about 
that. Eil) A-1-257. 

- It's such an exciting prospect fran the point of acting. Fran 
the old, you portray what Neil Simon says you portray, to doing a 
much broader, more conplicated thing than we were doing out 
there. But that's a good indication of it. Ann) And if you can 
get over your giggles. Allie) After you •ve done it twenty-five 
times you'll get over them. Ien) A-1-260. 

'!his suggests a "go with it" :rhythm fran group members in response to 

cam • s suggestion. 

Participants • Renewed Experience Of Ambiauity: 

Despite participants' initial "go with it" response to cam•s 

suggestions for the play's framework, they shifted to asking questions 

alioost inmediately: 
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- So this family is goirg to sit there through the whole play. Ior) 
No. No. [Several members of the group try to respom. ] It's 
ensemble. cam) 'Ihe family will do all the acting. Eil) 
Absolutely. cam) A-1-262. 

- Where' s the family goirg to go? Ior) People will be ccming on ani 
off. Where's the family going to go? 'Ihey're going to qet up ani 
leave the table. Sane of them will become parts of whatever 
action takes place. 'Ihey'll all become different characters. 
'!hey may become 1:hin;Js, animals, buildi.njs. cam) A-1-264-65. 

cam was quite caniid in distinguj.sh.irg for participants what he 

had envisioned ani what ~d have to be worked out in future. cam 

was quite canfortable with sane elements of ambiguity. He seemed to 

assume sane t:lti.rgs ~d need to be worked out through the creativity 

of the process: ''We won't worry about that just yet." cam) A-1-261. 

When cam suggested that, as actors, they might not only mime 

actions but become inanimate objects there was little or no response 

fran group members. 

- Sane of them will become parts of whatever action takes place. 
'!hey' 11 all become different characters. '!hey may become things, 
animals, buildi.njs. - I don • t know. We' 11 see where we go from 
here. cam) A-1-265. 

By the time cam said, ''We'll see where we go" the "go with it" rhythm 

had clearly dissipated, shifted to questions ani then to silence. 

Questions of clarification were asked by participants ani the 

meetin;J en:led soon after. '!his did not bring to a close entirely this 

series of breakirg points and group members' breakirg point 

interactions. '!he discussion concerning stagirg the production 

carried the seeds of nDre experienced ambiguity. 

However, this stage was referred to as "SUstained Uncertainty'' 

because participants appeared to be willirg to live with their 
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ambiguity ani thereby sustain their own uncertainty up t.mtil this 

point. Participants initial attenpts to articulate their concerns 

narked a transition point. 

Prior to p:r:oceedil'YJ with "Emerging Stnlctures", it is JOOSt 

inportant to describe cam • s paradigmatic actions in contrast to those 

of group members. '1his explication of data has been reserved for the 

en:i of the segment in order to refrain from bringing to the 

Mobile-framework too many pieces too quickly. However, cam's paradigm 

of theatre cannot be neglected long because his paradigm became 100re 

ani 100re important to participants' interactions based on his 

heightened involvement in decision-making about the process of 

creating the play. 

CAM'S PRIMARY PARADIGM FOR '!HIS PERIOD: 'IHEA'mE AND PROCESS 
(In Contrast To Group Members) 

Although he did not express it explicitly, cam appears to have 

believed that "theatre" can have tra.nscerdent qualities. '!hat is, it 

can transcerrl the "everyday". In speaking with group members' he 

divided the lines in teJ:ms of good am bad theatre. 

- ••• if you relate those to the stories, they take on meanin;J. 
When they take on a meanin;J, when time am place take on meanin;J, 
uh, well, then you •ve really got sanething. '!hose will be the 
raw material fran which we make up our show. A-1-176-81. 

"Gocxi" theatre appears to have p:rofourxi dimensions for him in the 

sense that it transceros everyday life when meanin;J is discovered 

through act.irg. 
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- It's like you're just st:aming there lookin' out ani suddenly 
yat' re on the prairie. Why? '!hat's, that's the power we have. 
Don •t ever sell yourself short. cause it • s there. (Says this 
e.qilatically.] A-1-38-217. 

- '!hat's what presence is. A person has the ability to just walk 
onto a stage am just ccmm.micate their thoughts. 
cam) A-1-224. 

cam•s paradigmatic actions had a very large element of "go with 

it". Ostensibly, he was able to rely on his prior experience with 

theatre in havin;J a sense of "ritual chaos": 

-Well to me, it's canirg together as well as one can expect or 
plan these t:hirgs. cam) S-6 .1. ['!his comes from a later interview 
- September 6th.] 

-We won't won:y about that just yet. I doubt that there will be 
anytlljn]. I'm sure it will just be plain light. I'm not sure, 
but... cam) A-1-261. 

Although sane participants carried a parallel sense with them as 

Joyce's statements irxticated, not all participants did. Even those 

who expected chaos at the outset became restless to be through it. 

'!here are a rn.nnber of ways of going about creating meanirg 

accoroing to cam, but it is done primarily through a process for 

actors which must be rooted in their own reality. If they as actors 

experienced sanethin;J, the audience would experience that as well. In 

addition, however, the dramatic "tum" is the most exciting, an 

element of spontaneity or sm:prise through twist. 

cam did not use the words sacred or profane or profoun:l am 

prosaic with respect to theatre. However, his tone carried with it a 

quality of reverence. cam seemed to be quite canfortable with a 

degree of uncertainty. He appeared to have developed a sense of how 

to ''work" gestalt. For him, "go with it" was apparently part of a 

larger process. In the case of the theatre project he wished to have 
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the group "go with it" in terms of research. However, ideally they 

wem supposed to have a clear, concrete orientation of what to look 

for as substance for theatre in research: 

-What elements of that stir up the excitement? All the 
conflicts... Men fighting each other who could have been 
friems. cam) J-11-7. 

- 'lhe personal history is the best. '!he tllin;Js that are inp:>rtant 
to you. cam) J-11-135. 

- You just keep tal.kin:.J. It's boring, but I'm taking notes. 
cam) J-11-1o. 

As expressed in private with me on later oo::asions, he wanted to 

have the group explore as much as possible, to expressly search until 

"the IOOSt meaningful" could be exposed. '!hen for him it was a matter 

of editing out "the rest". He continued to pursue his idea of his 

role in these terms 100re aggressively as time went on. He thought of 

this as a necessary .step in the process of creating a "play". 

cam advised me prior to one of the first meetings I atterrled that 

he was working on two "anns" with the group. I must paraphrase this 

as there was no tape recording of the discussion available. He said 

that group members were doing two tllin;Js at once: writing am actirl;;J. 

cam believed he had to do work with the group to develop skills in 

both areas. A hint of this two prong approach lies in this statement 

made to the group: 

- ••• last time ••• We made certain links. As from, uh, a personal 
perspective as to where stories come from. '!hey come fran 
inside. I gave everybody something that I hoped they would mull 
over am think of different ways of relating. • • We '11 get to that 
later. '!hat's the 100st iq;x:>rtant element. '!he secon:l 100st 
inp:>rtant is space - am time... You can have a lovely personal 
story, but, if you can't relate it to space am time it won't 
have a meaning for the audience. cam) A-1-173. 
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cam's certainty appears to have been anchored in havin;J 

sufficient experience with theatre am writin;J. He had developed a 

sb:ag sense of tneanirx;J am purpose in theatre process which he 

continued to build into a sq:hlsticated, developnental structure for 

creative use of "go with it" actions. In his developmental structure 

or process cam appeared to expect to link spontaneous elements aroused 

through 11g0 with it ~II am shape them into 11sanetl'lirtq 

concrete" to satisfy those ~· Unknowns were closely connected 

for him with benefits of spontaneity, serendipity. 

Brin:Jin;J with him an intentional element of the unknown, cam•s 

sense of process included guiding group members to think about things 

in certain ways which he thought would be productive. 

- All I wanted was to really put people in touch with elements of 
themselves. I don't want to have to have people blurt out that 
stuff now. It's not important now. It will be important later 
because it will be part of a bigger tllin;J. cam) A-1-192. 

-'!hat was just part of the process. '!hat's why once I did it there 
wasn 1t any point in doin;J it again. cam) S-6-. 01. 

cam began by attempting to develop group members • skills am at the 

same time get at content for the play in a process oriented way which 

would result in brin:Jin;J on a group sense of "gestalt". 

Observations in the field suggest that cam 1 s tneanirx;J framework 

was not "el'llel:gin;J" for him, so much as his framework has even now been 

el'llel:gin:f for me. 'lhis is difficult to detennine because one of cam 1 s 

great skills as a writer is his ability to synthesize and create 

frameworks swiftly. 

My questions as an interviewer and his interactions with group 

members may have pressed him to articulate and thereby create or 
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toodify his framework for this experience. Data analysis also 

suggested that the process of creating as an inii.vidual was very clear 

to cam. A study of what change had occurred for him throughout the 

theatre project inii.cated that what he had learned toore a00ut durin;J 

later stages was hC7I1 to ergage a group in this process. '!hat is where 

his framework appears to have shifted. 

In this stage "group members" paradigm has been disti.rguished 

fran that of "cam's". cam was not a member of the group ani the study 

has not treated him as such. He did not consider himself as a 

participant, nor did participants think of him in this way. cam•s 

perceptions, his goals ani toore particularly ongoin:J negotiation of 

his :role placed him in a very different position from group members. 

Even cam•s paradigmatic action was not held in common with group 

members. '!heir paradigmatic actions disclose two shapes entwined with 

OJ'Y10ing tension, while he appeared to have molded his paradigmatic 

actions into a sin;Jle relatively cohesive st.rarxl. However, elements 

of participants' paradigmatic actions, particularly "go with it" 

responses were similar to cam•s ani occasionally struck a common chord 

durin:J this time. 

In this stage, group members were less engaged with activities of 

a theatre orientation than they were with discussion ani dealing with 

ambiguities they were experiencing. '!heir paradigmatic sense of 

theatre was driven by their cultural-meaning of a specific audience. 

Gcxxi ani bad theatre was defined for the moment as a projection of the 

ccmmmity as audience response to fonn of the play. 
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Group members' OJl.tural-mea.ninl, by the ern of what the study 

refers to as this stage, was focused on concreteness. Note Eileen's 

response to cam's stat:.Em:mt with respect to relatin;J time an:i space to 

mean.in;J: 

- um, when you're tal.king about exploring a space an:i time, are you 
tal.king about -we're goin] to pin down a partio.ll.ar time? Jes) 
A-1-182. 

However, even at this point group members experienced sane shiftin] 

between the two paradigms. '!his allowed them to participate in the 

''!ilysicalization workshop" before havin] the seconi breaking point: 

- Improvisation ••• '!his kind of thing scares me but it also 
intrigues me. Ann) J-11-55. 

- '!his is a t:ime for stretd'l.inJ. • • We have a slight argument about 
how to set this up. Ann) J-11-59. 

Group members were able to use "go with it" in the physicalization 

exercise. '!hey were able to reciprocate on occasion. However, at 

this stage they did not hold in COll1lOOI1 a structure among themselves or 

with cam. 

a.mRGING SIRUCIURE 

INiroWcriON 

Of all the pieces which comprise the Mobile-framework the 

"Eme:J:ging structure" pieces are the least "fluid". '!he study's focus 

on processual change is de-elrphasized in these segments concemin;J 

structure an:i participants • interactions. As a substitute these are 

studies in relationships as parts to whole. 

A note is necessary as a prelude to this section as it concerns 

elements important to providing an overview of participants' emerging 
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structure. Significantly, "the group" c.hanJed in size ani muposition 

every meetirg within the first month. In tenns of developinJ a sense 

of subgroups ani participants laying down a set of accepted processes, 

all of these shifted with group cuuposition c.banJes. '!his section 

attenpts to make note of this aspect of change. 

EMERGING StJIGaJ1?S 

'lb be consistent with the i.nt.rcduction, in this segment emphasis 

conceming data is on structure of "the group" as parts of the whole. 

'!he ''whole" in a sense was the community. '!he theatre club was 

located within the community. However, the club was lcuger than the 

theatre project both in tenns of the set of people who became involved 

in this production ani in tenns of inten:led duration. 

Continuing with locating parts in the whole, the "group" involved 

with the theatre project may be divided up into subgroups on various 

bases. In the "General Context" section data indicated distinctions 

between members of the group am the community. '!his segment revisits 

sane of the same data to flesh out parts of that structural analysis. 

'lhe data saves as a remirrler, reestablishing participants • structural 

starting points. 'Ibis provides a basis for understanding c.banJes 

ernet:g'IDJ in their relationships during later "stages" in this theatre 

project. 

a) 'lheatre Club Structure 

Although the project was created in the name of the theatre club, 

the club was distinguishable in a number of ways from "this 
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production". In ter.ms of participants, there were sare people 

participatirq in the production that had not been active in the club; 

others who had been active in the club did not become actively 

involved in this production. 'Ihe latter was irrleed a source of 

surprise to sane members of the group who made several efforts to 

involve all club members in the writ~ of am act~ in the play am 

then later in ''backstage" work. 

For irnividuals, camnitment to the theatre club was of a lorg 

ter.m. 'Ihe theatre project was to be one of many productions. Focus 

of meeti.n3s were different fran those of the project, requir~ roles 

am tasks of which only a few resembled the theatre project's main 

activities. In contrast with participants' activities in the theatre 

project, the primaey function of the theatre club was administrative. 

participants joined the project throughout the first three stages, 

there were, nontheless, sane changes. '!his segment endeavors to 

record those changes. 

Familial Relationships: 

Of the ten participants actively involved six were married. Four 

had at least one child. Generally, however, only one family member 

participated in the project. '!here was one husban:i am wife who both 

took part, am one mother and daughter who both worked in the project. 
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Gerrler Groupings: 

wanen decidely outnumbered the men at its inception arxi 

throughout the project. Deperdirg on the meeting date, the mnnber of 

wanen att:erni.n;J varied fran four to eight. At JOOSt, with adding in 

cam (as director he was not included in the ten participants) there 

were three men in att:ermnce. 

- See any llDre men out there drag •em in. cam) I'll try. I'll try. 
J:im) Recruit. Recruit. len) A-1-190. 

'lhis was regarded as a serious diffiallty partiallarly in tenns of 

actors for male roles. One of the three, Lyle missed two of the three 

meetin;s at the start of the study am had not participated in earlier 

meetings. 

Aae and Occupation: 

'!he project began am concluded with individuals representing a 

broad range of ages fran fifteen to forty-two. '!here were two high 

school students, two women worki.n;J at hane am several people worki.n;J 

in various oco:tpations including a veterinarian, a teach.irq assistant, 

arxi an engineer of agriallture. 

SUbgroup Orientation To 'Iheatre: 

'!he "General Context" section of the Mobile-framework outlined 

four different orientations to the project which participants brought 

with them at the outset. Participants' four orientations emerging 
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fran fieldwork data analysis were as follows: a) Organizational 

Developers (i.ncl~ a P.R. Person) ; b) Socially-Motivated Persons; 

c) Serious Actors; ani d) Pranksters. 

Of those actively involved in the project during these first 

meet.irgs three were oriented towards organizational developnent, three 

were socially lOO'tivated in orientation, two were "serious" ani two 

were "prankster" in orientation. 

EMERGING ROlFS 

'Ibis segment's enphasis on emerging tlleatre roles is consistent 

witll participants' express concern witll "things tllat are going to 

happen on the stage" Eil) A-1-235-36. 

a) Emerging 'Iheatre Roles 

As previously described a group member ani I specifically 

djSOJSSed the question of roles. '!he group member stated that members 

of the first production experienced considerable consternation witll 

the question of roles. As a result, after tllat first production a 

member of the theatre club had researched ani had eventually provided 

"jab descriptions" for roles. (See Appen:tices, Section One.) 

rurinq meetings of this production no explicit reference was made 

to these "job descriptions". 'Ibis does not, however, preclude tlle 

possibility tllat sane group members djscussed them outside of the 

fonnal. meetin:Js. However, unless tllese descriptions of roles were 
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specifically diso1ssed, not all group members would be conversant with 

them since sane in this group had not been in the first production am 

were not members of the theatre club. 

Even had these job descriptions been provided for participants of 

the project, group members were embarking with cam on uncharted 

waters. '!hey were writin; as well as prese.ntirg a play. '!he :role 

descriptions did not cover these activities. Finally on this note, if 

group members had wished to rely on these descriptions it would have 

required requesting cam "the expert" in professional theatre to impose 

this description on his own behavior. 

What follows is an outline based on data analysis of how am when 

theatre :roles emerged for participants during the project. '.Ihe :roles 

have been depicted in such a way as to emphasize process. 

1) First Emet:gence - Producer + Group 

Participants occasionally referred to Eileen as "the producer". 

She advised me that she had been named in that :role by group members 

present after official notice of furrling had been received. Her 

initial construction of this role appeared to be focused on obtaining 

furrling, arranging meeting times based on group members' schedules, 

locating male participants, morale boosting, and developing a list of 

areas for researdl. 

Fran obsavations in the field, it appeared that she did much of 

the "running aroun:i" between meetings while group members diSCJSSed 

561 



am often made administrative decisions during the first few meetings. 

'lhis was relatively consistent with what Eileen had described as 

participants' perspective of her role: 

- Jessie said we need saneone to produce it. I asked Jo as she was 
instrumental in getting the funiing [Jo was the wanan away on a 
trip] • • • I don't knorN if they need a producer per se, or an 
authority figure ••• When they get scared they need saneone to 
call, "I' 11 call Eileen". Ell) J -5. 

Eileen also chose to be actively involved in creating the play. She 

participated as a researcher-actor at first. 

Participants' interactions during this stage of the project 

resulted in research activities and activities of an administrative 

nature being acccmplished or at least being identified. In the main, 

during the first three meetings after the study commenced, those 

atten:iing the meetings diSOJSSed ·whatever issues came up in the course 

of dj scussion, no matter what their nature. Sometimes a decision was 

reached. However, often no decision was made for want of additional 

infonnation or response fran other participants. 

- Should we be looking into uh, any other business type things roN. 

Searching for prices for programs, um ••• What you mentioned, in 
another toonth. Jes) J-22-102. 

'Ihese arrangements, these cooperative decision-making erxleavors were 

accepted at first, though participants thought of them as unusual. 

Eventually it was explained to me that fran the inception of the 

theatre club, most club members wished to act and did not want to take 

on other roles. '!he same claims were made in reference to 

participants in the project: 

-~was quite a variety in what people wanted to do. I guess a 
lot of people wanted to act. • . But that was probably the 
nDtivation (wanting to act] for a lot people. S-23-p.J. 
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- Evel::ybody wants to act. And they don't want to feel that it may 
be their tenn to do sanethin; else besides. N-27-p.15. 

However, this constructed division between "acting" ani all other 

roles which had developed fran the first production, did not hold up 

at this point. For instance, it "emerged" that in order to act in the 

play one had to be involved initially in the research ani ''writing" as 

this was the manner in which parts were created. 

2) Second Elrergence - Director+ Producer/Group 

cam came with a process to create the play. His 

conceptualization of the first few steps did not change over time. 

What did change was his efforts to guide the group through those 

steps. cam attempted to establish a process through a series of 

actions. He gradually became more assertive about his role through 

diSOJSSion arising out of the breaking points. 

cam made several kinds of overtures to the group within the first 

few meetings of the project. He did have a certain kirxl of 

legitimacy, to all he was an expert. '!he "Emerging Patterns Of 

Process" section describes early tensions among participants 

conceming the need for an "outside expert". 

- Oh yeah we can wing that. Jim) J-22-161. 
- I need direction. I'm bad for that. Give me a script any time. 

Ann) J-11-6. 
- I don't like this part because I feel inadequate. len) ihat's 

really ironic because you're a wonierful contributor. cam) 
J-11-45-46. 

- Writers just write for themselves. I prefer to mimic as create. 
'Ihe whole idea of writing sanethin; for stage sturrps me. 
Anna) J-11-38. 
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cam•s sense of process ani suggestions were "not well heard" at 

first. ·As previously described, meetings terrled to skip about l.mtil 

group members experienced a series of breaking points. Data analysis 

inllcated that the subject was charged occasionally when group members 

did not urrlerstarxl or did not like his direction because of power 

issues or content. 

Role Crystallization: 

One of the first crystallizations for the director's role given 

the initial task of writing as well as presenting the play arose out 

of a few statements cam interspersed among participants' dj soJSSion: 

- You just keep tal.kirg. It's boring, but I'm taking notes. 
- [Assignment of tasks to inllviduals: ] - lenore, can you think 

about isolation? Lyle, you're interested in the catalogue. How 
did they order coal? J-11-41. 

- '!he personal history is the best. the things that are ilrportant 
to you. • • the things on the list will be a bi -product. 
cam) J-11-35. [List of areas for research, created by Eil.] 

-Now if you were doing your job fifty years ago -what would you 
be doing?... ~·t think about just tedmical i.Irplications ••• 
cam) J-11-39. 

With the commencement of the physicalization exercise, cam•s role 

began to play a much larger part in group members' interactions. 

3) 'lhird EmeJ:gence: 
Group As Researcher-Actors + Director+ Producer/Group 

At this juncture of research and ''writing" those with "emerging" 

legitimacy were researchers in two senses: a) Community/researcher, 

these were participants fran the conmmity who remember stories ani 

b) Resource/researcher, these were participants who had read or 

inteJ::viewed conmmity members ani had developed analysis based upon 

"facts". 
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- Does anybody krlc::M about imnigration? cam) J-11-23. 
What do you want to know? Eil) J-11-24. 

-Anybody who has got the stories an:i the knowledge you have, has 
got to be old. Jes) J-22-148. 

- I don't like this part because I feel inadequate. I.en) J-11-45. 
- '!hat • s :really ironic because you • re a 'WOl'rlerful contributor. cam) 

'!hat's why I feel inadequate. I'm not fran arourd here. 
Ann) J-11-46-47. 

4) Role Cr:ystallizations To '!he End Of '!his stage: 

Roles which crystallized through group nenbers 1 interactions 

durin;J these first few meetings would be modified in later meetin;Js in 

their on:JO:irg interactions. To assist in quick scanning for ptUIX>SeS 

of CCil'lparison, a sumnary fonn of role crystallizations has been 

created. n.trirg this stage the followirg role crystallizations 

occurred: Producer-Researchers-Actors/Director/Participant-observer 

b) EmeJ:qinq leadership, Friendships, "Distance" 

'lhrough participants 1 interactions roles an:i relationships began 

to~ other than those directly asscx:iated with creatirg the play. 

AnDrg group members, some of these roles had a more established, 

static element to them. 6 

"Emergirg Patterns Of Process" described participants 1 issues 

c:oncem.irg the need for an outside expert. Despite this issue, there 

was some residual legitimacy for "group leaders". Reflected in 

"Emergirg 'Iheatre Roles", their areas of legitimate activity included 

raisirg question about process, focusirg on "administrative 

activities", an:i particularly durirg breaking point experiences 

expressirg camoonl.y felt sensibilities for the group. 
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-Alright, the feelin.;J I'm gettin:J [fran the group] is that we ••• 
[sums up for the group a strategy with respect to ~]. 
Jes) J-22-96. · 

- So what's ~ cam? Eil) J-11-34. 
- Okay, everybody got that? 'lhat Is what I picked up fran what you 

said. Eil) A-1-249. 
- But, uh, could we also benefit fran raisirg sane m:mey alcn.J 

side ••• Is $3,200 goin.:J to be enough? Jim) J-22-98. 
- Are you t.a1d.r¥] this all down Joy? Could you do it for sure, so I 

don •t have to do it? Jes) J-22-100. 

People who had lived in the area an:i who had many stories about 

the place also experienced a sense of legitimacy when the group 

diSOJSsed possible contents of the play. D.lrirg such discussions, 

others who had researched through reading or resource people also 

provided direction in "their area". 

In reference to friemshlps, participants did not acknowledge 

being frierXIs with other participants at the project's outset. '!hey 

did not articulate such relationships durirg meetings, although 

Eileen, the producer of this production and the secretaJ:y treasurer of 

the club and Jessie, the president of the club, appeared to have 

developed a supportive relationship. 'lWo or three other participants 

seemed to be developin.;J friemshlps as well. Lines of ccmm.mication 

between meetings, who phoned whom about what, in:ticated emerged or 

emergin.:J friemshlps beyond intended acx:::omplishment of administrative 

tasks: 

- Jessie and I were talking about some ideas this afternoon 
[regan:ling ~ options] Eil) J-22-91. 

No strong sense of "distance" or dislike among participants was 

initially apparent. 'lhe two yotll'XJest participants of the group, two 

teenagers in high school, said very little in the larger group. When 

they did, other members terrled to pay less heed to their statements. 
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Interest.in;Jly, the two did not develop a frierrlship as a result of 

this "c::on:tition". 

'Dlis barely constitutes an overview of participants' eme:rging 

relationships. However, it should be e.q;>hasized that participants' 

activities did not tern to lie in a direction focused on developing 

structured relationships. 

Sane participants 1 Organizational developers a00 

socially-IOOtivated orientations, were oriented toward developing a 

sense of group. Even so, at the outset of the project this was not 

the direct focus but rather an in:tirect focus of participants' 

interactions. '!heir prinmy concem as expressed was with the 

concrete task of creating a play. other things such as relationships 

TNOUl.d flow fran this activity. '!his was reflected to sane extent in 

participants' eme:rging lexicon. 

EMERGING IEXICDN 

Participants ''words" ani data selected to depict participants' 

eme:rging lexicon represent a meager portion of rich expression exposed 

through group members' interactions. '!hey were selected through data 

analysis on the basis that they eme:rged as words through which group 

members expressed their experience of process ani of change. 

"Play": 

In the first meetings, participants did not use the word "play" 

consistently in association with the presentation they were 
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endeavorirg to create. Use:i as a noun, the TNOni "play" appeared to 

inply for groop members a "sqtdsticated" structure to which they 

might aspire. Data analysis suggested that sane participants had very 

strong notions of a gradation of theatre within a continumn such as -

"amateur to professional theatre". One participant spoke of 

"experimental theatre" in a later meeting. Many aspired to 

''professional" st:aJDards, but what these would be they did not well 

define. Participants• ~ambiguity about "what is theatre" led 

eventually to participants • next cc::moonly expressed breaking point. 

"Play" Use:i As A Noun: 

-We don't just want to have skits. Eil) J-11-2. 
- If we begin the play, the whatever. • cam) ret • s go with "the 

play". Eil) A-1-.65-241. 
- Eileen have you ever told cam that first scene you thought up one 

day? Jes) laughing. Silence. We're not supposed to be doing 
skits. Eil) A-1-.60-234. 

- No, see. He (cam] doesn •t want us to think of this as little 
skits because it's not goirg to be skits. Ien) It :may well be 
little skits. cam) A-1-195. 

"Fun": 

'!his word did not seem to have singular significance for 

participants at this stage. It was not a word frequently used or one 

used with particular intensity. However, data analysis in:licated that 

the word did emerge as quite significant for sane participants in 

later stages. 'Ib provide a sense of how group members used the word 

differently over time data has been presented in this first stage: 

- It was nice. It was good for us an:l good for them. Ien) Yeah. It 
was fun. Joy) ['!his was a reference to the theatre club's 
seoorn, smaller 1 prcx:luction for a children IS group.] J-22-143 • 
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"Block": 

Sane group members began to use the word "block". For them, it 

seemed to mean stuck, or not qoirq anywhere, with sane emphasis on 

discaverirg the source of their block: 

- For me to get over that block of - it was tough, it was hard, it 
was horrible - it's the hardest thing I have. Jes) A-1-186. 

- I was experiencirq that same problem, Jessie, at Jim's ani 
Joyce's. Ann) A-1-188. 

- For those people who are havirq a block, I •ve really tried my 
best to get the Joumal to give me the 1915 paper ••• Go in ani 
read those 12 issues... Ell) A-1-196. 

"Go With It" am "Sanething Concrete": 

Group members' emergirq structure reflected as much rippirq apart 

ani reconstructirg as general acts of construction durirq this time. 

Two other concepts for which words were beginning to emerge fran 

participants• interactions am which were closely asscx::iated with 

their sense of process ani change have been described previously. 

'lhese were phrases linked to participants' paradigmatic actions, "go 

with it" ani "get sanething concrete". 'lhese have been detailed 

within "Emergirq Patterns Of Process" and therefore are not repeated 

in this segment. 

"Be 'lhere": 

Dlrirq the physicalization exercise, cam began to use a phrase "be 

there" as direction. Most participants developed an underst:anc:Iirg of 

the phrase ani came to use it at least in tenns of describirq how they 

were supposed to transport themselves in acting: 

- It's not easy to cane up with ideas spontaneously but its also 
true that its not easy to lay yourself open in front of the rest 
of the g:roop. I know that sane of us have a harder time than 
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others of us with that. For me, I founi myself, remarkably 
canfo:rtable once I qot into it, "being there", am being up am 
doin'J that kim of th.in:j. Am) A-1-p.l. 

'1hrough these 'WOrds group members expressed experience of 

process. liaNever, presented as they are, they do not depict a vital 

quality, a kinesthetic sense of that experience. Although the next 

section cannot recreate that sense directly it frames description in 

terms of IOOVement throuqh music. 

EMERGING TEMJ:O AND RHY'IHM OF ACITJITIES 

Participants' interactions in the three meetings which began the 

study might each be described as conveying a slight variation in 

tempo. Particularly the middle meetinq which cam did not atterxi 

sustained quite a different IOOVement. However, generally there were 

sane eme:ttJin'J pattems. 

F.ach meeti.rg began slowly, as in a largo tempo, while iniividuals 

tacitly established what was happening or had happened fran the last 

meeti.rg to the present one. 'lhe meetin'J then gathered overall 

nanentum, a crescendo erne:t:gin'J as sane sense of direction would 

crystallize for participants. 'Ihe meeting would end with a flourish 

as participants went away "feelin'J better". However, the very next 

meetinq would begin aqain, uncertainly, this time, allegro. 

- '!hey' re very qood at the meetings am then they fall apart on 
their own yet. '!hat's what's happening. Eil) J-5. 

A middle IOOVement of group members "rurming with" an idea then 

IOOVin'J to a toore concrete point, might be characterized, however, as 

toore bmultuous, vivace - a what about this, what about that rhythm. 
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'!heir interactions were not swift enough, nor precise enough to 

describe the mythm ani te.trpo as staccato, but scmat:h.in;;J very like it. 

Whenever group members began to do "theatre exercises" the te.trpo 

quickened ani their volume increased discernibly. 

- I'm anxious to qet qoing ••• as I imagine you all are. '!here's a 
really qood e.nel:9Y level here tonight. It' 11 be nice to start 
TNOrkirg on little bits. See what happens. cam) A-1-233. 

Although the te.trpo ani rhythm appeared to be exclusively related 

to participants' actions, this assumption would result in substantial 

oversight. As described previously a sense of momentum was linked, 

for exanple, with participants• paradigmatic actions. More 

specifically, their "qo with it" responses had a distinctly 

kinesthetic sense. It may be this experience to which cam referred in 

the last quotation. 

Tenpl ani mythm, then appear to be more directly related to 

participants • meanings-in-action. To ume:rstand their various 

meanings in action, additional umerstarrling of what meanings 

participants came to hold in cat'I[[K)n is needed. 

'Ihe next section will offer an explication of haN group members' 

"paradigms" ani "paradigmatic actions" e.merged fran their 

cultural-rreaning. As the detailed description of data analysis in 

Chapter Five suggests, "cultural-rreaning" emerged for participants 

through their interactions. Much of what follows is a synthesis of 

what has qone before in the other sections but with data analysis 

oriented towards urxie.rstan:tin e.merging camnonality of rreaning for 

group members. 
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INllUlJC!'ION 

'lhe entire Mobile-framework is suspended fran the interactive 

data analysis process outlined in Clapter Five. Drawn from that 

process of data analysis, the workirg set of theoretical assunptions 

framed in Qlapt:er Six became the conceptual tools for sculptin;J the 

pieces of the Mobile-framework. With this section in particular, 

their influence is manifest in references to meaning conm::>nality am 

anchors. 

'lhe first ac:x::ount, "Group Members' Emerging Chord Of 

CUltural-Meani.n;J" carries a brief but significant description. It is 

a description of what emerged as a pet.Vasive theme of meaning for 

participants in the process of becoming group members during this 

pericxl. '!he second heading "Group Members' Emerging Commonality Of 

Meani.rx]" contains elements of process or heM this striking "chord" 

emeJ:9ed for group members. 

GRCXJP MEMBERS' EMERGING CHORD OF amiURAirME'ANIN 

By referring to these first meetings of the project as a stage 

entitled "SUstained Uncertainty", the study attenpts to recount a 

series of group members' meanings within their interactions over time. 

'lhese interactions may be described as "exploring", or searching. 

However, in group members' eyes, these interactions did not concretely 

lead to creating a presentation or a "play". - Hence the reference 

to group members sustaining themselves in a state of "uncertainty". 
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Admittedly, participants were not always entirely in a state of 

uncertainty durin:J this stage. However, this sense of their 

experience eventually emerged at the forefront am became group 

members' :reconstnlcti.on of the period. As previously irnicated, 

several participants' :reconstnlcti.on of this period was to emerge in 

later i.nterviert1S in tenns of a sense of crisis. 

- I was ready to quit just before we started those jnp:rovs ••• 
Participant) S-16-p.l4. 

- I was aina;t to the point where I was worxlerin;J if this thirg was 
going to go at all. I didn't want to give up on it. I don't 
think I was to that point. I certainly had my doubts. 
Participant) Q-l-p.24. 

'!heir e.rnezging, canmonly held constnlction of sustained uncertainty 

fueled ''breaking point actions". In other words, group members' 

~shifted by the third meeting to a camroc>nly sensed urgency for 

sanething concrete. '!heir breaking point interactions then shifted 

tc:Mard what is referred to as their next stage of canmon ~ 

''Anchored Ananie''. 

GRCXJP MEMBERS I EMERGING ~ OF MFANING 

To portray process of group members' emerging canmonality of 

~ two smaller pieces have been sculpted. 'lhe first is "starting 

Point Of canmonality''. Based on acute experience in the field fran 

these early meetings, I have specifically refrained fran including 

"group members" within this subtitle. 

Group members were not always members of a group. 'lhey came 

together as irnividuals hoisting with them their own peculiar 
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in3redients for pr:hoordial soup. Intividuals 1 actions were based on 

~, incl\ldirg those of structure, brought with them fran 

previous biographical circumstance. 

To begin to fathan each irgredient of meaning each irxlividual 

brought with him or her to make up prim:>rdial soup is beyoni the scope 

of this work. However, those elements which have emerged as active 

in3redients in chargi.rg the flavor of participants 1 soup have been 

traced back through a frieze-dried process. 

'!he "General Context" section provided much of this stock. Data 

of irxlividuals 1 ~ fran these first few meetings ani interviews 

provided the remaimer. In "starting Point Of Conunonality", the study 

is concerned primarily with two sets of meanings. Of all those 

elements of meaning participants carried with them into the project, 

first the study specifically focused on those elements of meaning 

which irxlividuals would eventually came to sense as holding in cama1. 

A secx:ni set of meanings held camnonly, but not experienced initially 

as beirg held CClll'la1ly, were irxlividuals 1 meanings arisi.rg out of 

early encounters in this project. 

Once irxlividuals began to interact, their "pr:hoordial soup" 

frothed ani foamed with their interactions. Intividuals 1 meanings on 

which the study focused within their interactions included 

relationship between inti vidual ani community, ani inti vidual ani 

"group". '!hey included meanings about theatre. In keeping with 

ontological ani epistemological assumptions about how irxlividuals 

sooially make meaning the study focused on meaning in tenns of 

anchors, "group entity" ani "structure". 
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A third set of meanirgs are also described in this segment. 

'1hese were derived fran irdividuals beqi.nnin; to develop a sense of 

meanirgs in cxmoon through their attempts to act in concert, their 

paradigmatic am breaking point actions. Havever, this latter 

description canes urxier the secord heading of "EmeJ:ging Ccmnonality Of 

CUl.tural-MearliRJ 'lhrough Interactions". First then, meanings 

iniividuals held prior to ani at the beqi.nnin; of their irwolvement 

with the project. 

a) Irrlividuals • starting Point Of Commonality 
(Meani.n;s '!hey Brought To '!he Project As Irrlividuals) 

'!here was cx:>nsiderable diversity within the first set of meanings 

iniividuals brought to their priloordial soup. Diversity among group 

members generally was exposed through d~phic data including 

iniiVidualS I backgrourxi anj their Orientations in the "General 

Context". Despite their diversity these iniividuals also had cxmoon 

grourrl, experienced as iniividually held. '!heir canunon grourrl was 

expressed over time through interactions during the project. 

1) Irrlividuals 1 First Set Of Meanings 

As described in the "General Context" section, many of those 

involved in. the project were not long tenn residents of the ccmm.mity. 

'!hey had come fran other conmunities. Virtually all remaining 

participants who had been bom in the community had gone away for a 

pericxi. Upon returning these participants had foun:l it difficult to 

be reassimilated into the community. 
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Participants experienced "the ccmnunity" as strongly religious 

ani remarkably hcm:lgeneous, described as a German catholic culture. 

Virtually none of the intividuals in the project described themselves 

as "religious" animre particularly practicing catholics. 

Many directly ani i.mirectly expressed firxling themselves on the 

outside of the o:mrunity. 'lhese intividuals fO\ll')j that in canmmity 

life there were a limited number of activities available, am there 

was a limited willirgness Cllla¥:J townspeople to accept am support new 

activities. 

Inll.viduals came to the project each with their own particular 

set of biographical meanings. '!heir meanings described thus far were 

Cllla¥:J those meanings which intividuals held prior to their involvement 

with the theatre project. What is "special" about these meanings of 

intividuals is that these were intividuals • meanings which would prove 

to be c:xmoon grourd as they interacted with each other. An exanple of 

the significance of cextm:>n grourd located among diverse meanings is 

provided herein. 

At the outset of the study, in the interviews, intividuals' 

actions often suggested intensity in expression. When asked what 

interested them about theatre there were several responses. '!his was 

the basis for descriptions of the subgroups in "General Context". 

Sane said, "I want to be somebody else". 'Ihrough data analysis this 

was eventually interpreted in tenns of participants enuncia~ a 

desire to express themselves through roles not confined by day to day 

life in the ccmnunity. 
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sane inii.viduals linked theatre with pranks - expressirg huloor 

an:i sanetimes varyirg degrees of a social statement. others who draw 

on past experience spoke of the closeness of the theatre group at the 

em of a p:rcduction an:i the social recognition of beirg in a 

production. Still others were concemed with heM to organize people's 

actions so that they could perfonn as a theatre group. 

Although one might categorize imividuals' meanirg of theatre 

into diverse groupi.rgs, virtually all expressed sane sense of the 

first meanirg, a desire to express oneself through different roles. 

One of the chief conplaints particularly with those first ten people 

is that IOOSt preferred to act. Very few wanted to do administrative 

work. 

'Ihe study's explication through all fonns of data analysis lies 

in the proposed concept of "cultural-meaning". 'Ihese irxtividuals 

experienced ananic corrlitions in this community. '!hey did not firrl 

meanirg in community nenbers' interactions ani they also experienced 

beirg excluded fran many conununity meJDbers • interactions. '!heir 

participation in comnunity life was therefore limited an:i in beirg so 

"tenuous" they experienced restriction in tenns of heM they might 

express themselves. 

Particularly since the conununity had a strong religious base, 

IOOSt of these irxtividuals were confronted with camnunity members • 

involvement with the p:rofourrl. '!his may have prompted sane of these 

irxtividuals to experience a loss of meaning in the p:rofourrl or 

pressure to address the p:rofourrl sphere of their lives. '!his 

connection was never, however, directly addressed in fonnal meetings. 
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As IOOSt of these imi.viduals had not maintained connections with 

churdles their ''paradigmatic actions" did not lead them there. (See 

the Apperxiices 1 Section 'lhree for details on dem:Jgraphics.) '"'heatre" 

as a place to express oneself differently but in a historically am 

culturally acx:epted fonn of structure was appealin;J for this reason 

for sane imi.viduals. '!hat meaning of theatre was one element IOOSt 

participants CXJllltally brought with them to the project. Experience of 

"theatre" as offerin;J a "mediating framework" between self expression 

am the ccmnunity 1 developed as participants continued to have more 

theatre experience am continued to work with the others involved in 

the project. 

In S1.lilUllal:'Y, these imi. viduals found themselves surrounded by a 

cxmnunity which confronted sane of them with questions of profound 

meaning given the strong religious roots of the conm.mity. Questions 

of the profouni ani the prosaic bein;J evoked, the problem took 

particular shape in two ways for imi.viduals: a) in the experience of 

not being allowed to be expressive ani affinn their own meanings in 

this way, b) a sense of social loss in tenus of meaning reciprocity. 

'!hat is 1 imi.viduals experienced being deprived of intense response 

fran others which could affinn their own reality through meaning in 

action. Many came to this project experiencing ananic corxtitions. 

Begi.nnirg fran various orientations they were looking for the 

possibility of meaning in working on the theatre project. 

Despite holding various meanings of theatre, imi.viduals caning 

initially to the project did have a common understanding of playing a 
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role which would provide an opporb.mity for expression. :rmivicluals 

also CXl1.1lall.y brought to the project an intention of theatre as 

providin:J a structural framework. However, details of structure, how 

to cord1ct oneself, ani what to do, ideas about those t:llinJs were not 

held in cx:rcm::m. 

'lhese are the ~ents participants initially brought as 

irdividuals ani which CCJltl)rised their primordial soup. New 

~ents emerged, arising out of their interactions. 

2) Ip:lividuals' Second Set Of Meanings 
(Participants First Experience and Meanings Of '!he Project) 

When irdividuals began atterrli.rg meetings sane brought experience 

of the club's first theatre production. Many did not. In this sense 

there were two sets of common ground among group members. 

'!hose who did bring with them experience of the first production, 

brought assunptions with them fran that experience. A few, for 

exanple, assumed that one started out in chaos but that "everything 

would cane together'' at the last minute. For those, initial chaos 

came then as no surprise. 

'!here appears to have been sane meanings about their first 

experiences with the project clearly held by eadl irdividual in sane 

degree. Once more, however, they did not necessarily recognize that 

these meanings were being commonly held. Five meanings held by 

irdividuals ani gathered fran data as outlined in earlier sections is 

provided. 

One of the first was a recognition among irdividuals of how 

diverse were those involved in the project. A secorrl was the 
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apparently m:>re concrete element of "task". Each irxti.vidual 's 

priority for action in the project was to create ard produce a 

presentation about the history of the town. '1hird was the sense of 

nutual inexperience. All participants had a sense as irxti.viduals that 

each of them were inexperienced in theatre. '!hey expressed both 

excitement am fear particularly in tenns of researdrlng am writing 

such a presentation given their inexperience. 

Fourth, each irxti.vidual quickly became aware of the possible use 

of an "expert" in theatre, cam. Fifth, very much related to the 

fourth, irxti.viduals apparently assumed a reified notion of theatre, 

that there exists a single ascertainable fonn of theatre. '!hey did 

not, however, hold a consistent sense of what that would be like. 

Finally, irxti.viduals also had a sense of changing faces at the first 

meetings. It was difficult to "get to know'' others when different 

people attemed. Many did not know each other at all. 

'lhese were sane of the meanings irxti.viduals held connoonly. It 

was through interactions they began to actually experience holding 

them in connoon. 

b) Emerging Commonality Of CUltural-Meaning 'Ihrough Interactions: 

In "F.me.rging Patterns of Process" a process was outlined wherein 

irxti.viduals came to have a sense of holding in connoon sane meanings 

through their interactions. As these in:lividuals interacted they not 

only came to have a sense of holding meaning in connoon they thereby 
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created experiences in a:moon. In this way, together, they }:)e;Jan to 

create anchors for their meanings. 'Ihis is their third set of 

meanings as posited in the previous segment. 

Relyin} on the ~rki.rg set of theoretical assunptions outlined in 

Olapter Six, the study posits that participants faced at least one 

serious difficulty at the artset of the project. One of their chief 

difficulties lay in bein} able to interact with sufficient certainty 

to create anchors am to create sufficient paradigm in CCilU1al needed 

for certainty of action. 

Developing a sense of "group entity" was a key example of this. 

Initially, inlividuals struggled with not having a sense of group, 

given the diversity of those involved in the project and the changing 

faces at meetings. Endeavoring to develop a sense of what action to 

take was a secorxi key example. Participants were inexperienced in 

tenns of interactin} with each other as imividuals generally. 

However, they were also inexperienced with "theatre" process or a 

sense of strucb.lre, particularly with creating a play. 

'lhe follOW'in} is only a summary of those meanings emerging as 

mratull.y held by participants. As imicated in the worki.rg 

assumptions of Olapter Six, it would be impossible to "list" all 

c::onm:>n meaning. '!he meaning focused on in this study is what has been 

identified as "cultural-meaning" which emerges at the forefront for 

participants am is thus catplllin}. 

'Ihis summary explicitly construes experiences of this stage in 

tenns of 1:he set of worki.rg assumptions brought to bear on members' 
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interactions· through data analysis process. One additional working 

assunption llllSt be added to those of C1apter Six. 

In onier to interact for any 1~ of time "approaches" or 

paradigmatic action 1Il1St "succeed" for participants in being anchored 

within a CXIl'IOOJ'lly held paradigm, however, •tyoung am in developnent". 

Two anchors have been described based on data analysis, a sense of 

"structure" am a sense of "group entity". '!hereafter if change is to 

be experienced relatively "safely" only one anchor can be "loosened" 

at a time. 'lhe remaining portion of this traces development am then 

shifts of anchors. 

Iniividuals came to the project with assumptions and a desire for 

anchors given their experience of "the" ccmm.mity. '!hey assumed that 

there was the theatre which would offer a single structure, and a 

process for their activity. '!hey also expected to be a group. If 

there was a single proper process, they soon discovered that no one 

knew it amon:J the irxiividuals participating fran the town. '!hey did 

not fim in the beginning that their diverse notions of "theatre" 

provided a paradigm for action. 

'!hey also experienced considerable diversity amon:J themselves. 

'!hose atterxting changed fran meeting to meeting. All of this 

suggested no initial anchor through group entity. Data analysis 

suggested that this would have been cause for escalated anxiety in 

sane. Based on this situation the question is how were they able to 

socially construct enough g:roun:i to m:we, to act? 

Analysis of data irxiicates that, in an effort to do sanething, 

group members had at least two different responses to trying to 
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interact with limited anchors. '!hey relied 100re heavily on one 

· response than the other at first. 'lhey would "go with an idea", then 

"go with another". 

An embzyonic sense of group entity did begin to fonn for sane 

when sufficient people resisted the original idea of hav.irg the play 

foalS on a history of the town fran a religious perspective. (Fran 

this breaJdn:J point began to emerge a C01TilOOll sense of meanin;J in 

response to the cammmity for group members.) '!hose participat.irg had 

also begun to do research about the history of the place. '!heir 

djsolSSions (includ.irg those who had been raised there) further led 

them to a sense of the ccmnunity, affinning and explaining their 

experiences as irdividuals in the comnn.mity. In this fragile way, 

participants began to have a sense of group at least in relation to 

ccmnunity. '!his provided the beginnings of an anchor through group 

entity. 

'!hey also experienced some conunonality in tenns of being novices 

at a theatre process. However, haw to handle learning about and doing 

theatre was where irdividuals did not agree. '!his lay as a potential 

jeopardy for loss of a sense of "group entity". '!hey could make no 

decision because group members had not developed cultural-meanin;J am 

"structure" through "group entity" which would provide criteria, or a 

person or persons with legitimacy from within the group, to make 

"theatre" decisions. 

Concerning structure as anchor, sane group members may have 

relied upon cam's presence to reinforce the idea of .a single 
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proc:essual paradigm for theatre. Sane looked to discover it fran him. 

cam's statements might have been experienced as containing double 

messages. When he spoke of "good" theatre, he spoke in absolute 

tenns. However, in describirg the process of creation, he suggested 

that part of that process meant c.hargirg an:i respordi.rg to the 

experience. 

In an apparent effort to maintain the fragile sense of group 

entity as anchor, an:i with a growing sense that their paradigmatic 

approaches had not been effectual, even those who did not wish to rely 

on an expert accepted cam•s direction. When they acceded to cam•s 

authority to direct their process, sane st:ructural anchor was created. 

Saneone could make sane decisions. '!his provided the beginnings of 

anchors in both "group entity" an:i "stru.cture" despite potential 

conflict in meaning between these anchors group members were fanning. 

Group members then respomed "successfully" to cam's direction in 

the physicalization exercise. '!hat is, they were able to act, and 

also able to respond as audience with accurate guesses about what each 

was acting out. '!his also added to a sense of group entity, for those 

atterning had now experienced jointly an intense theatre experience. 

Given the strengthening of "group entity" as anchor, individuals 

finally confronted the weakness of their second anchor, meanirgful 

structure. '!hey began to publicly express a conunon sense of anxiety 

about structure. '!hey were able to express a breaking point fran a 

"Get-got sane1:l'lirg" stance. Group members indicated urgent feelings 

about a need for sanething concrete - a script, an idea of what they 

would do on stage. 
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cam resporxied in "Go with it" fashion. Relying on a group 

member's idea he began to toy with ideas for a framework. Group 

members participated in that process irrlicating comfort toore with the 

notion of havin;f a concrete idea than with excitement over content of 

that idea as toodi.fied. 'lhis st.rergt.hened participants' anchor in 

structure to sane extent. However, different meanings held by group 

members concemi.n1 theatre as paradigm continued to "buzz in the 

ba.ckgrouni". In beirq as concrete as possible, group members began to 

ask toore detailed questions about how the play as suggested would be 

presented. Discussion ensued concemi.n1limited props, the use of 

mime am lightin,; for such a production. 'Ihe meetin,; came to a close 

with that. 

Participants were in transition durin,; and after this meetin,;. 

'!heir cultural-meanin;J emerged ani was expressed. '!hey spoke of a 

ccmoon sense of bein;f in a state of l.U'lCertainty and a strong rejection 

of continuing in that state. With the close of the meeting, group 

members had shifted based on breaking point actions. '!hey now had 

"sanething concrete" a roughed out idea of a framework for a play 

which they had worked on together. Among these shifts was a stronger 

sense of group entity ani now sane sense of structure. 'Ihe next 

meeting would brin,; additional dlanges in meanin;J, but anchors 

established now would need to be shifted as opposed to completely 

constructed. 'Ihey would now be "anchored in anomie". 

Before continuing with exploration of participants' 

emerging meanings, those of the "participant-obsaver' s" must 
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be briefly considered. '!he section follCMing this one strives to 

secure a sense of Irri ''henneneutical chronology" in that role. It 

represents how reflections on group members • actions have been 

reorganized over time. 

'lHEMES DIRECI'LY REI.ATED 'IO AIXJI1I' EWC'ATION AS CDNS'IRJCI'ED AT PRESENI' 

'!his section consists of two major segments, "CUltural-Meanings 

For Participant-observer'' am "IBta Related To Adult Education 

Framework As Constructed D.lring '!his Stage". '!he first provides 

context in that it is a descriptive summary of influences or meanirgs 

which were brought to bear on data analysis in any one stage. '!he 

secom segment then affords samples of data which reflected the 

orientation I held towaJ:ds the concept of "learning" as researcher 

during this stage. 

aJI1IURAirMEANI FUR PARriCIPANT-QBSERVER 

In retrospect, I obsetve that 1fri activities during these meetings 

revolved about three main points of enphasis: a) accruing direct 

experiences in "the field" ani b) searching through the assistance of 

sources to i) understard Irr:f role as "participant-observer'' 

(methcxiology) am ii) locate existing theory which would make sense of 

what I had begun to experience in the field. 

With respect to the first, Irr:f direct experiences in the field, 

included several predaninant themes. As a "participant-observer" I 

was sweating out the getting of Irr:f see-legs. It was impossible not to 

experience admiration for this group of people engaged in a huge, 
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creative task with little experience amongst them. As a novice also 

cx:amencin;J a massive task, I felt a CXlll1nal bcn:l with participants. 

In spite of havirg admiration for group members an:i a sense of 

cxmoon born with them, I experienced concern about bein;J accepted an:i 

trusted by group members. Veey nuch connected to that concern was my 

concern with ethical issues about what one did with info:r:mation given 

in trust. '!heir excitement am fear of failure was contagious. 

I experienced a group blur effect during this period although 

IOOSt people were "becxmting individuals" for me by the end of the 

seconi meetirg. 'lhe fluctuatirg numbers of those atteniing meetings 

was of assistance to me - ironically. '!he fewer people at a meeting, 

the easier it was for me to begin to develop a relationship with them. 

I suspect that this was also the case for group members. However, in 

light of their concern about sufficient people to do the work, this 

would be at best a blessin;J "in disgust". 

Concem.ing the secom an:i thil::d emphases related to sea.rdling 

with the assistance of resources, a main point of emphasis was to 

search first for methodology - how one should act as a 

"participant-observer". '!his line of inquiry included determining the 

IOOSt appropriate methods of recording field experiences. 

'lhrough resources on methodology I became aware that there were 

certain repercussion of enterirg the field rapidly. I would be faced 

with a largely inductive process. I had not "got beforehan:i" a 

cogent, fo:r:mal theory as a platfonn for comparison with experiences in 

the field. 
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When consideri.rg theoretical frameworks at this point, it was 

assumed that a theoretical framework from adult education literature 

woold be IOOSt appropriate. I began with the view that what these 

in:lividuals TNere doi.rg was related to adult education. In intn::ducing 

myself to them, I expressed my interest in their activities as havi.rg 

a focus on their leanrl.rg. 

In SUltlllal:Y, my sense of adult education literature at this point 

in:licated a choice between two very different frameworks. one 

framework, with the lcmJest followi.rg would lead me to focus on the 

in:lividual fran a lcmJely psychological perspective. A secom 

framework was associated with various fonns of canmunity development 

with a strong enphasis on political issues. 

Dlring this first stage I had only begun tmderstarrling 

distinctions between these frameworks. I had not resolved which 

framework would make sense of the experience. I did speak an:i think 

in general tenns of leanrl.rg as this appeared to be consistent with 

the questions and statements group members directed towards me as a 

person doing a thesis in education. As a result of this initial 

m:mentum, "leanri.rg" became an ongoing element in my data analysis and 

is reflected as such in the next segment. 

Given the absolute need to change orientations as through data 

analysis one becomes more conversant with participants an:i their 

possible meanings, there are special inplications for gathering data 

in early field experience. Despite an onerous derand in tenns of 
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time, one of the benefits of taperecordinq am "copious" note-taking, 

in this instance was that there was data "to go back to" in 

reconstruction as new inflections of meaning emerged. 

DATA REIATED 'IO AilJIIl' EIIJCATION FRAMEl'DRK M3 CDNST.RUCI'ED 
llJRING 'IBIS STAGE 

Initially, I was focused on obsel:virg irrli.cations of whatever 

groups members might be "le.ami.n3" through this experience. Early 

data analysis at this stage of the fieldwork in:licated that sane group 

members were absomi.rg cam's instnlction as well as reflectirg on the 

experience. Sanples of irrlividuals "le.ami.n3" in a traditionally 

behavioural sense of le.ami.n3 were gathered. Sane of the samples 

collected were as follows. 

a) Concepts Related To Construction Of A Play 

- cam said an idea can be great but it must go somewhere. So I did 
cane up with an idea. Jessie am I talked about it. 
Eil) J-22-105. 

b) Concepts Related To Actirg 

- It definitely is toore comfortable if you can physicalize, as 
opposed to whatever tenn it is you use for feelirg it am tryi.rg 
to get it across. Ann) A-1-229. 

Based on early notions of a search for data related to adult 

education, data were chosen specifically which conveyed participants' 

interactions portrayi.rg teaching in tenns of transmission of 

infonnation. 

c) Concepts Related To '!he staging Of A Play 

- You actually change the physical scene? Jes) You don't actually 
have to have a meal. I.en) Oh, no. All the stuff will have to be 
mimed. cam) A-1-250. 

589 



- Just a minute. • • Barns bumirg down. How do you physically do it? 
Jes) Blysically? '!bat's easy. You just do it. SUddenly you're 
there. - T.V. cut. cam) A-1-251. 

- You can do it either way. You can do it... I'd rather do it unier 
one set of lights. but you certainly could do it with two sets of 
lights. One spotlight ••• Now I'm eatirg. Now I'm sayi.n;J grace. 
Now I'm loold.rq at the bam. It just takes a step am a IOOVement. 
Yw can be there. cam) A-1-253. 

D.lri.rg this stage the first few intel:views took place. Once 

nDre, although beqinnirg to change at this point, data analysis 

fcx::used on "learning" as change in the imividual in tenns of 

knowledge, attitude or action. 'Ihese were key considerations in 

siftin; through data. 'Ihe followi.n;J sample is imicative of what was 

of prime interest in this first stage. 

d) I.eaming Related To Change/Process 

-When you have the script all memorized certainly there's the fear of 
fcn]etti.n;J. • • the next line was put there by sane.body else. All you 
have to do is remember it. But that stuff on stage... especially 
in that one little scene we were doing there, tryi.n;J to pull more 
am m:>re out of it. I was havi.n;J a good time with it beforehani. I 
was going crazy in the teacher's lounge there when we were tal.1cirg 
about it. "How will I keep that straight in my mini?" I thought, 
"'!bat's not necessarily what this is about. He doesn't necessarily 
want us to say the same line each time just yet. Ann) A-1-p.1. 

-No actually I am quite amazed about those exercises. Jim did what 
he did. I was quite amazed at what he did. Ann) A-1-p.1. 

'Ihe samples provided in this segment were chosen to illustrate 

what starti.n;J point of meaning "the participant-observer'' brought to 

the study. '1hroughout the long process ahead, the remairrler of the 

project, participants' interactions were to change, resource material 

am resource people were to be consulted. '!his starting point of 

meaning was to chang~ rapidly. As the participants experienced change 

so did the participant-observer. To discover this dynamic of change, 

participants' next Act-Play, "Anchored Anomie" must be considered. 
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NOI'ES 

~t is not always clear in this representational fonn whose 
"iniucti.ons" are beirg described. It is my assumption that the 
"emerqi.J~" pa.ttems described herein were eme:rg~ at least 
intuitively for participants. In this way I may explain their 
responses. Sane participants appear to have been acutely aware of 
many of the pa.ttems described, but not all of them. As author of 
this presentation of events they have "emerged to me" through 
observation am data analysis. 

2A pa.ttem eme:r:ged in data analysis concerning when participants 
acknowledged patterns they saw. On occasion this would occur at a 
breakirg point. On other occasions, one participants might describe a 
pa.ttem after sanet.hi.rg had changed. (I suspect that it would be 
safer to describe a pa.ttem after it became less threatening.) In 
other lNOrds, the timirg of participants' recogniz~ ani expressing 
pa.ttems of their experience has inplications for all data analysis. 
'!here may be many inplications. '!he one addressed in the text at this 
point is focused on descriptive quotations coming fran another stage 
in many instances, therefore being reconstructive. ] 

3
As previously described, the prior section "General Context", 

was i.nte.med to reconstruct two meetings held before the study began. 
Much of the data recorded in that section came fran participants' 
statements during the first meetings I did attend. Some of the data 
used as "reconstruction" material in the prior section will be 
repeated in this section for a different purpose. It provides a rore 
complete perspective of what occurred dur~ these meetings ani hence 
fonns part of this "chronology". 

4After the study began, lenore was the single participant to 
allude to a need for direct reference to Gennan catholic heritage in 
the play. At this time, she was the only participant who had been 
bent ani raised in the community and who was practicing her faith. 

5Searching for "the concrete" may be described also as an early 
fonn of "contingency control" as explicated in the fourth Act-Play of 
this Mobile-framework. 

6"Roles" have received the same treatment in the study as 
"relationships". For the purposes of the study little is gained in 
disti.n;uish.in between the two concepts insofar as "relationships" 
also suggests ccmnon goals ani interlocked actions. 

591 



c. ANCliORED ANCMJ:E: 

'!he Sec::ord Act-Play 

• • • As I perchance hereafter shall think meet 
'Ib put an antic disposition on. 
- Hamlet, I, v, line 171 

You just have to let your imagination go further. Jes) 
You really do. cam) Really fast. Jes) A-14-294. 

INTROWCI'ION 

D.lring "this stage" group members' activities dlanged in two ways 

observed through data analysis. '!hey dlanged in relation to their 

activities of the first stage, am they also dlanged throughout this 

period. 

While there was a theme of canmon meaning running through group 

members' interactions in these meetings, there was also contrast 

between group members' shapes of interactions during the meetings. 

'!his section reflects these charges by separating in "this stage" the 

first two meetings, referred to as "Breaking Point Meetings", fran a 

thini meeting referred to as an "All-day Acting Workshop". 

TD1E OF YFAR 

We continued into late surrmer with its dlanging inclinations, 

mainly hot, but sanetimes sm:prisingly cool to the touch. 
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PERIOD OF TIME 

'lbree meet.inJs were included through data analysis in this stage. 

Participants held the three in the last three weeks of August, the 

fourteenth, eighteenth, ani twenty-fourth. 

IOC'ATION 

'1he location of participants' meetinJs during this pericxi 

markedly changed. Meetinls in the first stage ''meaniered", one 

meetin1 beirg held in one location, the next in another. However, 

begirming with this series of meetinJs participants met in one 

location consistently, that being the theatre in Goetheim. '1he 

theatre was situated in the public school. 

In addition to their interactions at fonnally called meetings, 

group nenbers also referred to intense reconstruction ani construction 

occurring outside of meetirg. In sane instances individuals went hane 

ani reflected. 

- I still think we could get together in a group ani start t:alkin;J 
aoout it. But when I stopped to think about it afterwards ••• 
Ann) A-14-306. 

- For sane reason we thought that was good until we thought about 
it after. Eil) A-14-303. 

sane of the reconst.nlction ani construction continued as well through 

discussions taking place outside the more fonnal meetinJs. As they 

had during the "first stage", these infonnal dj SOJSSions occurred 

mainly in group members' homes, often in telephone conversations. 

- Anna ani I talked for aoout an hour on the phone that night. 
Eil) A-14-383. 
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In terms of the "all -day actin.;J workshop", activities for 

the g:roop as a whole took place in the theatre within the school. 

Small g:roop members' activities on that day mainly occurred elsewhere 

in the school facility housirg the theatre. For example, group 

members went off in small groups of three am four to collaborate in 

the p:roproan across the hallway fran the theatre, am in various 

schoolroans connected by brightly lit corridors. '!hey even ''worked" 

in the corridors durirg this event. 

ATI'ENDANCE 

'1he August fourteenth meeting was relatively well attended by 

those who had been participating regularly. At the seconi meeting, on 

August eighteenth, the numbers declined. '!here were no "new faces" at 

either of these meetings. 

In contrast, the all-day workshop brought the largest tum out of 

people. All those who had atte.rrled prior meetings participated in at 

least part of the workshop. '!here were three new faces. '!he two 

"new" nen who atte.rrled eventually joined the group, Jay ani Al. A 

woman also attended for the first time participated in the morning 

sessions but did not retum for the afternoon activities. In the 

meetings which followed the workshop a "core" group of people began to 

emerge. 
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EMERGING PATI'ERNS OF PROCE'SS 

INrROWCI'ION 

'!he August fourteenth meetirg emerged as one during which many 

group members recognized a major shift. '!here were apparent shifts in 

both the Jdros of ambiguities with which group members cc:moonly 

struggled arxl the shapes of their interactions or the manner in which 

they struggled. 

Criteria for suggesting that this meeting emerged as an occasion 

of marked change included: a) '!he August fourteenth meetirg was the 

first meeting to be held in the theatre. :u:x:ation became a constant. 

Not only was it constant, the theatre provided the ambience for their 

actirg. b) n.trirg these three meetings group members' activities 

reflected intense concentration on caning to grips with what "theatre" 

meant to them. Most significantly, this took place in the narrower 

context of what they were prepared to do to put on a play for this 

cammdty. '!heir activities expressed two primary shapes, intense 

disrnssion of what group members wanted, followed by group members 

actually beginning to act in the fonn of inprovisations. c) It was at 

the August fourteenth meetirg that, for the first time, sane group 

members intentionally created an "inprovisation" without aid of cam. 

'!he first few weeks durirg which people met arxl discussed this 

theatre project were in many ways the IOOSt significant in tenns of 

data analysis. '!he experiences people had ani the decisions they made 

-whether to become involved with the project, what the project meant 

to them initially, what concems they experienced, who should do 

certain things ani how they should be done, set the tone arxl the tack 
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for group members' ongoin;J interactions. It was durin;J these early 

efforts when people were at.tarptin; to came to hold in cat1100n a sense 

of direction, a paradigm, that they were nore likely to experience 

abrupt charges am meani.n;lessness. '!his meani.n;lessness for many 

participants was expressed in "SUstained Uncertainty" in tenns of a 

list representirg an accretion of ambiguities group members 

experienced. 

To provide a clear idea of when am how shifts in group members' 

interactions emerged, the weeks of their activities have been divided 

into five stages, five Act-Plays, as noted in the introduction to the 

Mobile-framework. Where the lines have been drawn between these "five 

stages" to create the pieces of the Mobile-framework depends on points 

of e.ntilasis am is arguably quite amit:rary despite extensive data 

analysis. '!he line drawn between "SUstained Uncertainty" arrl this 

stage, was particularly difficult to draw. 

EMER;ED PATI'ERNS, GlUJP MEMBERS' AMBIGUI'IY AND ANG1ALIES 

All the questions listed in "SUstained Uncertainty" which group 

members faced as sources of ambiguity were significant for the content 

of each question. Sane were disturbin;Jly :fu.rnalnental. questions. 

'Ihese questions were also significant in tenns of the sheer volume of 

questions group members were asking through various means. 

Placed together these questions signaled an amazing accretion of 

ambiguity for group members. Nonetheless, between the beginning of 
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meetings in the first stage am the first meeting of this stage, 

August fourteenth, there was a decline in at least the sources of 

ambiguity for participants. 

Sane group nanbers • questions, if not wholly answered, were 

discussed. A course of action was suggested by cam during the last 

meet.irg of the first stage. Ostensibly the mnnber of issues they 

experienced had been reduced am a concrete plan of action had been 

suggested. 

As the "CUltural-Meaning" section states, data analysis suggested 

that group members experienced sane shift away fran feelings of being 

overwhelmed as expressed through a desire for "the concrete" during 

the latter part of the first stage am the first part of this stage. 

'!heir concem with general ambiguity shifted fran the forefront to a 

la:rge back.grourrl hum. "It" was nonetheless poised for the forefront. 

Still steeped in ambiguity argst, group members 1 responded positively 

to cam 1 s concrete proposal. 

EMERGING SHAPES, AUGUST RXJRl'EENIH MEEI'ING, 
GRaJP MEMBERS' BRFAKING IUINT ACriONS ANEW 

'!here were two meetings which the study describes as "Breaking 

Point Meetings". At the first such meeting, on August fourteenth, cam 

was unable to be present. He atten:led the secorrl meeting on August 

eighteenth. 

'!he fact of a concrete plan being suggested had several 

implications. '!his meant it was actually possible to have a concrete 

plan - sanething about which group members had begun to question as 
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Anna's cxmnent on August first had suggested: "Grace. Got sanet.hirg 

shapirg up at least." (Ann, A-1-266.) 

'!he .inplications of having sanet.hirg concrete, however, was that 

assunptions might be confronted. Despite offering sane certainty, 

"sanet:h.irq to grab on to" the concrete must be meaningful. If "the 

concrete" ran CXJlD'lter to JOOSt group nanbers' meanings, the concrete 

'WOUld not offer acx::eptable bases for their action. Its concrete 

quality 'WOUld have limited benefit. 'Blat is what occurred for at 

least sane of the group members. 

'!heir angst of facing old ambiguities was insufficient to stave 

off angst raised by the concrete proposal. Rather than taking up the 

framework cam had suggested for the play am rather than working on 

"friezes" as he had requested, sane of the group members began this 

meeting with breaking point actions. 

'!hey began with clarifying their thoughts on theatre in tenns of 

what they were prepared to do am what they were not prepared to do 

for this project. At the first meeting "of this stage" group members 

did this~ themselves. cam was not present at the time. At the 

sec::oni meeting when cam attended several participants discussed their 

concerns with him. 

Reduction Of Group Members I Ambiguities am Anomalies 
'1hrough Breaking Point Actions 

All members of a group do not necessarily experience a breaking 

point at the same moment. sane may not experience any disruption of 

meaning whatsoever. In this instance, group members did not 

experience a breaking point when together. Several group members 
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awarent!Y experienced a breakirg point after the August first 

meetin;J. 'Dli.s was the meetin;J wherein many of the group had 

participated in a "physicalization exercise" ani then after the 

exercise had d j scussions conceming a fonnat for. the play. 

For those experiencirg a breaki.n;J point after that meetin.;J 1 their 

experience was a prolORJed one. 'lhey were faced with waitirg to 

respcni fonnally to their breakirg point experience until the next 

meetirg on August fourteenth. '!hen these group members were faced 

with describirg this to cam at yet another meeting on August 

eighteenth. It was not until that meeting that a clear change in 

direction would be detennined with him. 

Participants' breakirg point actions in cam 1 s absence are 

particularly interesting because through them surfaced a very clear 

sense of what sane group members would not do. '!hey were to strike up 

the next meetin:J with their concems. 

a) Breaking Point Claritv 

-We cannot get up there without props. We need a set. It has to 
look like a house. A-18-480. 

Sane group members 1 discomfiture with "the concrete" came fran 

details of cam's proposal for the play structure. He had :in:iicated at 

the ern of the prior meeting that there would be limited use of props 

ani sets: 

- 'lhey (actors in a scene] may become parts of. • • Sane of them will 
become parts of whatever action takes place. 'lhey'll all become 
different characters. '!hey may become t:b.i.rYJs 1 aniJnals 1 

buildings. - I don't krlow. cam) A-1-264. 
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Group nenbers at the August first ~ gathered fran this am 

other statements that there would be a minimum of props am sets. 

'!hey might be required to portray inanimate objects in the play. 

b) Intications of Discomfort 

'!here was an element of abruptness both in tenns of group 

members' shift in meani.rg am their ac::cotmts of the experience. At 

the meeting where the proposed structure for the play emenjed based on 

cam•s suggestions, sane inticated strong support at that time: 

- I fin:i that extremely excitirg. Really, extremely exciting. 
Ann) It's easier to do in a way. I.or) We can focus our energy on 
doing it rather than building things. Eil) Yeah. cam) I was 
TNOrried about that. Eil) A-1-257. 

strikingly, despite these statements of support, many intications 

of discanfort were reported as havirg been experienced soon after the 

formal meeting structure. At the meetirg which then followed on 

August fourteenth one group member began: 

- I want to start with last week's meetirg. I really liked the 
improv we did at the beginning and then near the en:i there when 
we were talking about using the Grace.. • I got so excited and 
then when I got hane I thought, "My god that's a stupid idea". 
A-14-300. 

- Yeah, you can't do that in Goethei.m, at least not yet. 
Participant) Yeah, if we were mre experienced or in a different 
ccmrunity, I'd... A-14-301. 

- For sane reason we thought that was good until we thought about 
it after. [She laughs] You can •t do that, that's stupid. 
Participant) It was like changirg the scene right then and there. 
Participant) It was like no sets, and just ••• A-14-304. 

- I still think that. I still think we could get together in a 
group am start talking about it am still get all excited about 
it afterwards. It was respect for the Goetheim audience in a 
Heritage Project in which we are responsible for $3200 of money. 
It's not us taking a bathe if we want to put on some experimental 
theatre. A-14-307. 

- I think we generally feel the same way about that. So now ••• 
A-14-314. 
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Notably, not everyone participated fully in this disoJSSion. Of 

the three JOOSt vehement speakers, these three had temed in past 

meetin;Js to take a leadership role in JOOSt decision-making. Not all 

of those atterX!irg this meeting had been at the August first meetin:.J 

where the y;ilysicalization exercise was followed by di srnssion of 

possible structure for the play. Nonetheless emerqin:.J construction at 

this meeting was supported either directly or through passivity by 

both those atterX!irg this meeting. 

c) Response, Paradignatic Actions 

Very much in the manner of "get something concrete" paradigmatic 

action, the producer facilitated group members listing what they did 

wish to have in "the play". She finally articulated concern, the need 

to take action ani their process. As there was no protestation fran 

other group members her articulation ostensibly crystallized their 

process. 

- I think we generally feel the same way about that. So now before 
cam comes back on Surrlay am we have to tell him we don't want to 
be combines, I think it's much better to tell cam what we want to 
be. A-14-314. 

One of the interestin:.J features of this occasion was that Eileen 

suggested a process whereby everyone might express themselves. 

Although she was suggestin:.J a silnple process, this had not been done 

before by project members during the study. '!he process of using a 

circle shifted fran stocy contribution to fonnal. fonna.t for 

discussion. 
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- So let 1 s talk about it. We 111 go right arourxl the circle. Pay 
no attention to what you think sanebody else might be thi.nkin;J or 
carin;J about. You tell me what you visualize our erxi production 
as sort of bein:.J. What kirxi of a play can we put on for the 
people of Goetheim that we can enjoy doirg, that we can qet done 
am I think we'll all came up with basically the same answers. 
But let • s each add our own am make a list of what we expect to 
see in the play. Eil) A-14-314-17. 

Each group member present at this meeti.rq proceeded to contribute to 

the dj srussion about possible format am content for the play. When 

this process began a group member pulled out a pen am paper. She 

began to write down informally what members wanted as they went arourxl 

the circle. 

'!he entire conversation has not been reconstructed within this 

segment. However, group members' canments have been clustered into 

thematic areas. '!he first cluster reflects their "revised" sense of 

content. 'Ihese were recorded relatively informally. 

- I really think ''Walton 1 s Mountain of Goetheim" is a good 
reference. I physically envisioned an :irdoor am an outdoor 
scene - Act I am II :inplied. Ann) A-14-318. 

- In the beginning I was really thi.nkin;J characterization ani 
wcmen•s role. But I got off on a tangent. • • • that people who 
have read the Best Of Goetheim or people that have lived there 
then will recognize. • • A recognizable short joumal ••• a joumal 
of a specific pericxi of time. Human drama people recorded. 
Ann) A-14-319. 

- I think we have to stir up the mel'OC)ries that they're looki.rg for. 
A lot of feelings stirring in the audience. Mixed enoti.ons. I'd 
like to see it be a really enotional play. Back in those times 
families were close, there was a lot of laughter. Lyl) A-14-324. 

- '!hat 1 s what we want to impart to the audience is the excitement 
of what happened there. Arxi in that particular year, stem's 
crop came in at 52 bushels to the acre, 100 acres planted. 
Eil) A-14-340. 

- I think we really have to get the people ani the enotional •• 
like the sadness. But also, like the happiness too. Because 
people l'lOI1 sort of think, ''Wow, could they ever smile?" Like they 
didn't have T.V. or an electric can-opener or whatever. Arxi they 
just think it would be so hal.'d for them to live. Deb) A-14-345. 
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- I think we should introduce as much hUlOC)r • • • I think all of us 
feel the same thing. I haven't been into this kim of thing 
before, so ••• if we hang together ••• !Dr) A-14-329. 

- '!hat '11 cx::me soon enough. You '11 say '"'hat stinks." [laughter 
ani an enpatic voice.) Or like me, get right into it ani then 
go haDe ani went ••• What the hell did I just do? Eil) A-14-330. 

- I really agree on that point about togetherness, I wouldn't want 
the whole play just bei.rg this one family ••• I know its difficult 
to do but I'm - still in thoughts of doing more than one year. 
I like the idea of little Johnny in school am going off to war. 
I don't want to get htllX1-up on props. Have to have sane. • • But I 
don't think we should sell our audience short. We should leave a 
lot to the imagination. Jes) A-14-333. 

- Because of the heritage idea, I want, or I'd like to see quite a 
bit of int:erestirq history factor. I think probably for the 
younger people get.tirg an idea that it was exciti.rg am a lot of 
int:erestirq things happened here. • • cause reading the history 
there was a lot of really exciting things happen. Arrl like 
Jessie I'd like to see it extern more than one year. I haven't 
had a chance to get the Jomnal. Joy) A-14-357. 

It is interesting to note that there is an apparent shift in 

participants' consideration of the play 1 s content. First, their 

statements reflect sane COinl'OC)nality at this point. Second, that 

COinl'OC)nality is consistent with cam • s statements about theatre being 

focused on personal history am dramatic qualities, not only "facts". 

One member raised questions about usi.rg "real" names. 

-Will the ccmm.mity be offerrled if real names are used? Lyl) If 
you are going to refer to a teacher you can refer to a real 
teacher or priest. Ik>n't get hlliX1-up about it." Eil) A-14-342. 

'!hen two group members shifted to a djSOJSSion about reading the 

Journal as a resource for research: 

- Arma, tell first about how you felt when you went through the 
Journal that day. Nobcxiy else read it yet. Eil) I started out 
with the sewage systems kim of thing and got bored with it right 
away. I got quickly bored with pages two and three, war 
propaganda ••• Once you got back down to the personal columns, and 
sane of the stuff happening around it was just tremerrlous. I 
said to Eileen on the phone, "I think it ought to be required of 
everybody that 1 s involved in this even to sperrl twenty minutes, 
half an aour. Read one issue, skim headlines. Invaluable not 
only for news event but characterization. Ann) A-14-369. 
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- Anna arxi I talked for about an hour on the phone that night. I 
read carpletely different arxi entirely different things. I never 
saw what she fcmn. She didn •t see what I fourrl. Everybody 
br~ their own [Am breaks in] what your notion is when I 
walked in there. Like I was obviously interested in fin:li.rg the 

''pink pills for pale people". A-14-383. 

As that di so.JSSion died out two group members expressed OIX10in:J 

concem with not ac:cc:arplish:ing sanething pennanent through this 

particular task. '!hey were beginning to evoke again the experiences 

of ananic c::x:ntitions through these camnents: 

- No, I mean so far I mean still after all our, our diso.JSSions ••• 
[Joy says, ''Nothing"] arxi things, we still don't have anything. 
Am) A-14-387. 

others responied emphatically to this implied shift towards 

meaninglessness: 

- Yes we do. We have a page arxi a half of what we want in there. 
Jes) Lyle, get up there arxi drive a team of oxen for us. We have 
to have sanething. Eil) I' 11 be an ox. • • I was tryin.. to firrl 
sanething to grab onto. Joy) Yeah ani a tree [Eileen says this as 
Joy is conpletin;J her last sentence.] On SUnday we will give all 
this to cam. See how he wants to work into it. 
Eil) A-14-387. 

When Eileen referred indirectly to the future, ani to creating the 

play as a process this pranpted a swift shift to a second set of 

breaking point actions among group members. 

Renewed Ambiguity. A Second Wave Of Breaking Point Actions 

Havin;J begun to have sanething concrete "sanething to grab onto", 

in the fonn of a process for diSOJSSion, a strategy to respond to cam 

fran "the group", participants had strengthened both anchors to sane 

extent. Havin:J done this, other questions, those of detail could be 

raised toore safely. 
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a) Breaking Point Clarity 

-until we know if we have these other people, we're counti.rg on 
BlXIdha in the air right now. Am) A-14-398. 

'1he question of toore detail raised at this point related to a 

number of uncertainties. '1he question was one which concerned in 

particular, roles, tasks, ani time. A group member precipitated the 

question in part as an offer. 

b) Indications of Discomfort: 

Group members' breaking point actions took shape in toore 

disolSSion at this point. '!heir discussions centred on frustration 

over lapsing time with so much toore to do. '!here was a major turning 

point, however, as one person with tremendous legitimacy in terms of 

acting abilities suggested that she would withdraw from an acting role 

ani take over an administrative role. 

- Because I, what I was going to say was if' there's lots of people 
that want to perfonn ani I'm very concerned about the annmt of 
time, commitment of time to putting this thing together ani the 
work that has to be done, otherwise, - Eileen's various lists, 
that I would take on the job of advertising and pranotions and 
would step away fran, if we've got a good group of perfonners. 
Ann) I disagree with that. Eil) Well I had my shot at it last 
time ani if there's enough people who want ••• Ann) A-14-390. 

- '!hat's awfully gracious of you, but. • • Jes) No, I •m not being 
gracious. What I'm being is - I sat down with my husban:i ani my 
kids ani said, I am going to commit myself to 3 nights a week at 
this. I don't know al::nlt all the other work that has to be done. 
Everyone has ~ pitch in. It's going to have to be split up. 
Am) A-14-394. 

c) Group Members' Resoonses 

'!here were several responses. First, group members described 

assumptions about other resources. 
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- People that belorg to the club but haven't been coming, I am 
positive they're still wantirg to do -work. Jes) I'm hoping so. 
'!hat's why I said to Eileen on the phone today, I will. • • can we 
write a list of people tonight who might have expressed an interest? 
othe:r:wise I' 11 take on a job for rrr:1 own. Until we know if we have 
these other people, we're counting on Buddha in the air right now. 
Arm) OUr annual meetirg is September 6th. '!he members can do the 
leq work. Jes) A-14-396. 

On the heels of this dj srussion, the prodllCer detennined to obtain 

ccmnitments fran those present in tenns of acting. In doUg so she 

relied on Anna's estimate of tilne requirements, three nights a week. 

'!he producer began to go aroun:1 the circle again, this time to ask if 

people could cxmnit to three nights a week. She also asked who wanted 

to be on stage. During this process there was an acknowledgment that 

"a ex>uple of people" were not there. 

- ••• But in this situation it isn't going to work that way. If I 
ccmnit myself to Momay, Wednesday, Friday I'm not going to 
ccmnit myself to sanething else. I can't. Ann) can you connnit to 
3 nights? Eil) I will do it. Ann) Joy, what about you? 
Eil) A-14-401. 

- '!hat's eight people on stage - nine people on stage. Ell) Do 
you know how many people that is to direct? What a job. 
Ann) A-14-456. 

After it was established in this fashion which members would be 

"acting", as producer, Eileen tmiertook to assume all administrative 

functions. 

- What I sort of have to decide to do is, you people who want to be 
on the stage, I'm goirg to just have to firrl a way to take all 
those concerns away fran you. I' 11 hire sornel::x::rly, I' 11 scratch 
people off the street. [Her voice is very quiet. ] Yes, 
e.~e.ry time we get together we get deflected away from doing the 
play. Anythi.ng but doing the play. Joy) A-14-422. 

Group members' focus tumed then to anplifying both the producer's 

role am their own in administrative activities: 
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- Like I said when it canes down to the crunch, like "Anna, for 
Qu:ist sake I got 500 tickets here ani they all got to go to five 
different stores. can you please take them?" An:i that's all. 
Ann) A-14-427. 

- You certainly don't want me taking up three hours of your time to 
decide whether the old people should sit in the yellow seats or 
the Or<m3'e seats. You don't have the time. Eil) A-428. 

- '!he producer, IOOSt of the t:hirgs are written down. You can 
follow them ani assi.rq them. If you disagree say, ''Hey folks, I 
don •t like the idea of children • s matinee. What do you think? 
Yes, yes, no". Go ahead ani do it. Assign a job. We don't need 
to sit arouni ani 1tqJe ani rehash am rehash. Just do it. 
Jes) A-14-430. 

- It makes sense. '!he producer produces. In a professional 
production you • re not arguing for your opinion, any IOC>re than 
you're up there sayi.rq, "I think you're left ann should be ••• " 
Ann) A-14-431. 

- I' 11 have to force you - I can force you into not using that 
excuse. I'm not heari.rq a damn thing out of anyone of you except 
plays. Eil) '!hat eases my mini tremerxiously, really. 
Ann) A-14-425. 

Once group members had a sense of establishing these roles IOC>re 

clearly, they turned again to some discussion about matters related to 

the process of creating the play. 'Ibis discussion was very much from 

the perspective of acting: 

- I think it would be fun. Like I'd like to do several characters 
ani just change, like a bunch of little parts. Joy) A-14-437. 

- can I be both man and woman? Jes) [Iaughter] Okay. Eil) No you 
cannot be a man. What is this obsession? Ann) A-14-438. 

- I really disagree with that. I can't help it. I don't want part 
of the play to be sanebody sitting out in the audience saying, 
"Oh, look that man is a woman." Ann) A-14-439. 

- Sane of the real ones. Sane men can play women. Ann) Sane of the 
real what? Eil) [Iaughter] '!he real professionals. Ann) A-14-440. 

A specific theme began to emerge with respect to process: 

-Ani t:hirgs are goi.rq to change. Joy) <llanges, yeah. Ann) But we 
are goi.rq to have a script. Ior) No. [Several voices] A-14-446. 

- We will definitely not be following a script? Ior) We don •t have 
a scriptwriter. We don't have time to write a script. We're 
going to be up there doing it. Ann) A-14-448. 

- You do it and evecybody sets it down - take notes of everything 
you say an:l do. Arrl then after we'll write a script. Jes) Yeah. 
No. Ann) A-14-449. 
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Confusion arisirg out of this diSOJSSion pranpted the beginning sense 

of another breaJd.n:1 point. '!he producer suggested doin:J an 

improvisation as an exanple of what the process would be like. 

GRaJP MEMBERS I SHIFTING SHAPE, AcriNG 
AUGUST PtXJRI'EEN1H MEE1'ING 

Spontaneously, the producer prompted group members to participate 

in an 11 itrp:rovisation": 

-Jessie will get up there arrl somehow go ahead. Eil) I'm a man by 
the way. [Jessie states this as she IOOVes towards the stage. 
Group members laugh.] A-14-449. 

Anna arrl Eileen also :rose to participate. '!hey huddled together 

briefly (no :roore than three minutes) while the rest of the group 

watched intently from the audience seats. As the improvisation 

unfolded for me, Anna "became" a mother working in one roam. She was 

makirg notions which I interpreted as baking. Eileen, as a 

disembodied voice called out to Anna as her nother. She inticated 

that she was sick through a number of cues. She coughed p:rolificly. 

Her voice conveyed that of a frettirg child. 

Child: M-o-o-o-m, do I have to stay in bed? [Cough, cough, 
cough. ] Eil) 

Mother: Yes, you've got a cold and a fever. Just try arrl get sane 
sleep. Ann) 

Child: [Pause] Man? Eil) 
Mother: What naN? Ann) 
Child: Can I have a glass of water. Eil) A-14-450. 
[As group members were laughing and talking, it was difficult to 
dj seem all the words spoken. '!his is a paraphrased 
approximation of the dialcgue. ] 

Eventually Jessie "knocked" and Anna let her in, continuing to 

"bake". Jessie established her character through references to 

sellirg things. Anna offered her coffee and they att.enpted to talk 
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about what Anna would like to buy. Eileen began to interrupt, 

coughin;J considerably. Jessie cx:mnented on Eileen's illness ani 

suggested she was tryirg to remember sane rene:ly she might sell her. 

She'd read the advertisement for it but could not recall the precise 

word.in;;. 

Travelling 
Salesperson: Saneth.irg about pink pills or pink people? 
Jes) A-14-451. 

Eileen's interruptions became 100re insistent eventually. Anna 

was caught between tryirg to be polite ani converse with Jessie, bake 

ani keep track of Eileen's c:onlltion. '!he improvisation can-e to a 

"crisis" when Eileen declared loudly that she was goin:J to "fro-up, 

Mom". Anna, rushing around with her "bowl" began to look for 

sanething ani yells, 

Mother: Use the pail! Ann) 
Child: I don't have it. Eil) Mother: Oh, where is that pail? 
[Anna running around] 
Ann) 

Jessie then burst out with what became the punch-line at that 

nane.nt. (She referred to an advertisement in a 1915 newspaper which 

had cmused group members earlier) : 

Travelling 
Salesperson: '!hat's it, "Pale"! 
Mother: Where? Where? [assurnl.rg Jessie had observed the 

pail]. Ann) 
Travellirg 
Salesperson: "Pink Pills For Pale People!" Jes) 

[Ann stopped. She stared at Jessie with the scum of Eileen 
throwing up in the background. '!here is a sense of the curtain 
drawirg closed soon after their sudden halt in scum ani 
n:wement. 'Ihe "actors" start laughing.] A-14-452. 
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Group members as audience began laughing toore an:i clapping 

loudly. '!he producer :immediately began to relate this process to 

group members: 

- Now that's what's goirg to happen. '!hat's how you do it. Eil) 
Yeah, that's how you do it. Jes) '!hat's how it's goirg to work. 
cam will get us started. So llOt\f does eve:cybody feel better? can 
lNe make this work? Eil) A-14-453. 

Elated with their first efforts of an "improv", those who had 

acted in this "inprov" began to comment excitedly about their 

experiences: 

- I said to her would you just cough a bit please. [Jes laughing] 
I •m a ham. Eil) She gets up there arxl is puk:in;J all over the 
place. Jes) When we do stuff like that ''Use the pail", you 
wouldn't never have thought of that earlier. It just happened. 
Speakirg of pale... A-14-455. 

-'!hat was ftm. Ann) Okay, well that makes me feel better. Joy) We 
do this every meeting. I come here full of concerns. By the ern 
of the time I •m saying, "Oh, I'm so excited." [laughing] 
Ann) A-14-456. . 

After this, group members chatted about several things including 

recountirg sane "stories" of the August first meeting. '!he August 

fourteenth meeting essentially erned with those group members who had 

initially voiced concerns about the process, creating an 

inprovisation. '!heir exuberant remarks in:ticated that they 

experienced doing the inprovisation as confidence building. It is not 

so clear whether those in the audience experienced a boost in 

confidence. 

- So now does eve:cybody feel better? - can we make this work? 
Eil) You, three can. I'm not so sure I can. Lor) A-14-453. 
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SHIFTING SHAPES, AUGUST EIGHI'EEN'IH MEEI'ING 
GRCX1P :MEMBERS I EMERGING BRFAicrNG EOINT ACriONS WI'IH CAM, 

As unclear as group members 1 oollective meaning was after 

experienc~ the inp:rovisation, superimposed upon their earlier 

disolSSion, they were faced with addressinJ cam. '!hey had not 

folle7Ned his request to speni that meetirg creatinJ the "tableaux". 

a) Breaking Point Clarity 

- You're just really bare naked up there without anything, a room. 
It is lack of confidence. One person alone in the middle of that 
space ••• Eil) A-18-504. 

In spite of sane confusion among group members aris~ out of the 

inprovisation experience, there was still a camnonly held, furx1amenta1 

ooncem which emerged through their breaking point actions. 

b) Irrlications of Discomfort 

'!he meeting was slow to start. cam began it with an infonnal 

question: 

- So what happened the other day? cam) We talked. Eil) Did you do 
the friezes? cam) (He had asked group members to each work on a 
frieze from the meetirg before.] No. Eil) You didn't. How cane? 
cam) We just never got that far. I don't know how cane. 
Eil) A-18-471. 

At this point there was another abrupt transition. '!he producer 

foun:i herself in the uncomfortable position of attempt~ to represent 

a construction of meaning from the discussion of last meetinJ. She 

had been one of several to foster that construction at the time. 

However, she had since experienced another shift in meaning. 
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Although experiencirg such a shift, she began with a description 

of what had happened between the meeting cam had atten:led arxi the one 

had not. 

- Everybody left feelirg okay. Everybody got hane to a person arxi 
said, "We camot do that. We cannot get up there without props. 
We need a set. It has to look like a house. Eil) A-18-480. 

- ''Nobody in the audience is goirg to recognize us preteming that 
this is a house", everybody panicked. Arrl we really felt 
strongly about that ani I think IOOSt people still do. But after 
Jessie, Anna ani I got up ani did that little skit. We did that 
arxi \tie didn't have any props ani now when I'm watchirg the lights 
[cam had been worki.rq on lighting] • • • So I think we have to get 
sanethirg started arxi start doirg some work. Everybody wanted 
sets. Everybody wanted props. Eil) Oh, I really disagree. 'Ihey 
felt that the audience, couldn •t get it. Jes) '!he audience, 
okay, you • re right. Correct me whenever I say anyt:hirg 
confusirg. Eil) A-18-486. 

- I just think you • re just lacking in confidence in yourself. Arrl 
uh, anyt:hirg you believe you can do, the audience will believe. 
'!here is just no question in my mi.rxi. If you create a situation, 
they'll believe it. It doesn't matter how you - how real or how 
specific your props are ••• In a production like this where we're 
tl:yirg to tell a history, too many props. . • I mean you can •t. 
It's impossible. it would just be an endless lineup of props arrl 
sets. A garish headache. cam) A-18-487. 

- '!hat's not to say there won't be props, things, artifacts • 
• • • As a matter of fact that was going to be my next thirg for the 
next time we meet, some artifact, somethirg fran the past. Props 
differ fran sets. Moods, places you create with lighting, you 
create with your mi.rxi. cam) A-18-492. 

In this way, the conversation subtly shifted concernirg a ItDre general 

dj SOJSSion of theatre. Based on that slip shift, a second shift 

cxx:urred. 

c) Group Members' Resoonses 

Individuals' constnlction of meaning for "concrete" ( somethirg to 

han; on to literally) began to slip away fran beirg identified with 

"props" arrl "sets". Group members began to express their meaning of 

"concrete" in tenns of action, acquirirg experience. 
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- Yoo know what lMe have to do is create one of those places am 
look at it ani see what we've got. Because one of the tllir¥;Js 
sanebody said was, "Make :real rooms" am that was the 1d.n:l of the 
t:hin:J that everybody was concemed about. Ani people were 
concerned for the aulience. Eil) '!he audience will accept 
anyt:hirg if they cxme with an open mini. It didn't take us 
secon:1s, millisecx:n:is to catch on to what was goinj on. [cam is 
referrirg to the physicalization exercise.] A-18-495. 

- But we want to give JOO:re to the audience than st:arninq on stage. 
Jes) I don't think you can give JOC)re. I mean, that's all there 
is. What can you do? cam) Artifacts, tllir¥;Js ••• People said we 
shouldn't be sanet:hin:j. '!he trees ... We had a big joke about 
trees. '!hat no one wanted to be tllir¥;Js. We wanted tllir¥;Js to be 
there an:l. • • We don •t want abstract i.mprovirg to that degree. Not 
like saneone mentioned :real rooms. • as we talked further, but not 
to the extreme that people are goinj to be trees. Jes) A-18-496. 

cam then began to address their JOC)re specific concems, 

attempt:irg to quell their anxiety about what they would do for an 

audience. He did this through a number of different means. One of 

the distinctions cam made at this point was a distinction between 

activities external to the group am those internal to the group. 

- Couple of tllir¥;Js. I.et' s not confuse "a) " what I am asking you to 
do for the sake of gaining sane confidence in yourself an:l your 
bodies am, uh, just you :know, :realize the potential of what we 
want to do. You know, if you're going to be a saw, cuoong 
ourselves, that's fine, cuoong ourselves. It's a joke, ftm. But 
it does also trigger the possibility "If I can do that, I can do 
other tllir¥;Js with my body an:l create another image of this 
physical presence that I have, other than what I am. Because 
that's what you have to do as an actor. If you can't do that, 
then we have a :real uphill struggle. No matter how many rooms 
an:l buildings ani real saws ani trees you drag on to a stage, 
it • s not goirg to do you a damn bit of good. cam) A-18-497. 

Although such delineations may have been tacitly expressed through 

group members' actions, none had explicitly articulated structure 

associated with group members' interactions in this fashion. 

- Yeah I think people :realized that. '!hat wasn't what they were 
saying. But like I started to say, ''We needed sanet:hin:j 
concrete. We're getting anxious. 'Ihe thing at Anna's was 
magnificent an:l we realized the goodness of it an:l how useful it 
is, but the fear is if we don't do sanething now, we' :re not goirg 
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to qet anyt:hj.rg done. • • As we talked we were sayin:] we need 
those exercises rut we have to start doing sanething. So it went 
right to the other extreme of the concreteness. Jes) You're just 
really bare naked up there without anyt:hj.rg, a room. It is lack 
of CX)llfidence. One person all alone in the middle of that space, 
right now just there can can in fact hold all those factors ••• 
We've seen it. We know it, we know it can be done. But I don't 
think any of us want to. . • I think may be if we did it. • • Eil) 
Yes exactly... Jes) we'd feel differently about it. let's do 
it. Get up there. Eil) Exactly. Like last week. Jes) Do it. 
Get up there am do sanething. It's so hard for us to grasp. 
'Dle thirgs you say, we know they're valid. But to actually see 
ourselves doin:] them... Eil) A-18-504. 

'lhus far, these statements reflected a retum to, a repetition of 

the earlier experienced breaking point. However, now group members' 

statements carried a forcefulness, indicating that for sane at least 

they were escapin:] fran conpressed intensity. 

Several shifts occurred in tenns of focus during the disalSSion 

recounted thus far. One group member began their discussion, 

expressin:] to Cam a group concem with not feeling sufficiently 

confident to go without props. Expressed in this fonn group members 

spoke as a set of individual actors, personally concerned about being 

out on the stage alone. A secon::i member reframecl her statements to 

indicate group members' concern was with the audience, not themselves. 

'!hat is, they were concerned with whether the audience, :inplying the 

ccmnuni.ty, would urxierstarxi the play. 

In the ensuing discussion Cam propounded his belief that the 

audience would un:ierstarxi if group members believed in what they were 

doin:]. His meanirg shifted "responsibility" in theatre away fran the 

ccmmmity back to actors. Given this shift group members retumed to 

their requirement for something concrete, this time in tenns of 

activities rather than a script. 
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At that point, one of those described as beirg in the subgroup 

oriented towan:ls organizational development voiced her concern not as 

an actor but in organizational tenns. In this way she retumed the 

issue directly back to the ccmm.mity, while not specifically 

mentionirg the audience. 

- My god are we actually going to be able to open this play, 
Friday? We want that so badly. Eil) We feel like we're on thin 
ice. We screw up am we've lost the support of the ccmm.mity. 
We •ve played this thing up am. . . '!his is probably not true but 
we feel that way. Eil) I feel like Anna, the wony-wort of the 
group. Jes) "Oh I feel so much better now. I really needed to 
cane to this meetirg tonight." [Eileen imitating Anna.] A-18-530. 

Despite this shift, focus of discussion remained squarely on 

developirg a concrete process so that group members fears would be 

assuaged. In an effort to do that, group members began to describe 

their process, what had ''worked for them" an:i fran which experiences 

they drew their meanirgs of need: 

- Arxl what we did, we took something concrete, writirg in a 
newspaper article "Pink Pills for Pale People". • • advertising. 
Arxl so what we did was, Eileen, Anna an:i I went up there. It was 
the same type of thing we did at Anna • s an:i then took a scene off 
of that. But we had to have something concrete to start. 
Jes) A-18-515. 

Upon hearing an interpretation of their processes am meanirgs of 

need, cam described to group members his process: 

- In the back of my m.i.n:i I •ve been working with the notion, I 
thought there was consensus about the meal an:i how that might 
work as a framework with which to strirg it together. But 
everybody has a story. '!hey are going to want to tell am it's 
going to be at the cooperation of everybody else that they're 
goirg to be able to tell that little story. . . '!he "thing", the 
whatever that is done -the pill thing might be one of the 
sketches. It S01.1lX1s like a good one. I would like to have 
worked fran the friezes to concretize those. Do it fran those. 
Goirg fran the abstract to the concrete rather than the concrete 
to the abstract. You can do it either way. Because I wasn't 
there it was difficult to imagine what I had in m.i.n:i. cam) Yeah, 
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that was the difficulty for me I had no idea what you wanted. 
Jes) A-18-518. 

He followed this with a description of his role am attempts to relate 

that to both his paradigm of theatre am same group members' 

experience with theatre: 

- My joo is to strin:j all of those stories into same kim of 
oahesive shape. We may not see that shape till latter stages. 
'!his is not unusual for any theatrical emeavor incl\ldl.rg the one 
you guys were involved with the first time. cam) A-18-527. 

He atte.npted to assure the members that what they were goinj through 

was sinply part of the process, that they were still ergaged in a 

process, not adrift: 

-We're loold.rg for a nail to hang it on •.• We have to let it slosh 
aroum. It's frustratin:j. It's the only thing. • • I seem so 
blase about it because it's oonstant. '!hat's just the way it is. 
To be anxious about it doesn't help. What I'm sayinj is you have 
started to write it. cam) A-18-534. 

At this point a group member expressed frustration with the 

process in tenns of control aver decision-mak.irg. '!his was the first 

am one of the few times that group members expressed at a fonnal 

meetin:j a breaking point internal to the group - frustration with 

deperd.in;J on an expert: 

- See we got all these ideas together am did sane things on our 
own. Ani all of a sudden sanebody just decided, "Okay. let's sit 
back am see what cam is goinJ to do. '!hat was it. we stopped. 
Now should we or shouldn't we be doin:j that. If we want cam to 
do it, let's do it. But we had said from the outset we wanted to 
write this ourselves. Jim) A-18-535. 

cam respon:ied to why he thought the group had not continued on 

that course of action. His response was consistent with his earlier 

statements ~ the issue of their taking action: 
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- Ani nobody here has the confidence to say, ''Well I know how to do 
it arxi how to do it right." '!hat • s right. We just don't have 
that kini of. • • [Eileen interrupts, saying, "Experience". ] ••• 
expertise. We need that crutch. Jim) A-18-540. 

cam returned to refining a description of his role through Jl¥:)re 

description of process: 

-What I'm here for is when we have time an:l collectively a sense 
of time an:l place, then, we can just let the story go. We should 
have certain things in C011'IIOC)n. Where we all know that the story, 
the setting, place mask, characterization for a particular 
nanent. 'lhen when we take you out of that moment an:l you all 
have something to work with, the group will "do things" 
spontaneously. cam) A-18-542. ['lhis last line is a paraphrase 
in part. As there were multiple soun:1s on the tape the words 
marked with quotation marks are approximations as there were 
multiple soun:1s on the tape. ] 

He irx:licated several times he expected that soon group members would 

be able to work on parts of the production on their own. 

- What I really wish was to have sane way of having you guys doing 
something constructive an:l useful with me not being here. cam) 
After a while we can, but until we get some sort of established 
story line. Ell) Maybe so, but it's our story, so. Jim) A-18-532. 

cam began to strategize about how to hasten "the" process: 

- We need a long session to work on a storyline. I can write a 
story. But it's not my story an:l that's not what I'm here for. 
cam) A-18-526. 

One of the chief outcomes of this discussion between group 

members an:l cam was to detennine a starting point for more in depth 

theatre work. 'lhey eventually agreed upon the urgency of having a 

workshop to begin to work on the play. 'lhus they established 

sanething concrete. It was detennined that the workshop would be a 

day in all an:l they detennined the date, August twenty-fourth. It was 

to be their next meeting. 
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SHIFI'ING SHAPE m GRaJP MEMBERS 1 ACriONS, ACI'ING 
AN AIL Il1\Y ACI'ING ~p (August Twenty-Fourth) 

When peq>le first entered the theatre on the toomirg of the 

workshq> they gravitated towards the first feN rows of seats, sittin;J 

in small groups. As with all meetings, sane group members ergaqed in 

informal, small group dj SOJSSion prior to an::l after the toore fonnal 

interactions ma.rkirg the main meeting. 

'!he meetirg was fonnally begun with a call to sit in a circle on 

the stage. It offered the only space large enough in which to do 

this. ('!hat pattern continued throughout the first feN meetirg of the 

next stage "Play Acting".) While there was special focus on activities 

c::on:iucted on the stage it could not be described as the focal point 

for all group members 1 activities. 

cam began the workshop welcoming people. In the activities which 

followed participants were required to do "exercises". 'lhese were 

game-like activities which shifted toward group members literally 

imp:rovisirg an::l then actirg in scenes as the day wore on. Activities 

had both a physical an::l erootional orientation in their focus. 

rurirg JOOSt of the day the group was divided into smaller groups 

to participate in events. 'lhe day was characterized by tremendous 

activity an::l energy fran participants. When a small group was 

perfonnirg, the remaining group members often participated as an 

audience. 

'lhus far through the Mobile-framework I have recreated my 

interpretation of group members 1 experience concerning both their 
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differences in assunptions ani their commonly experienced meanirg. 

To suwoz:t this interpretation the Mobile-frame has drawn fran my 

observational notes of their interactions. However, it has drawn JOOSt 

heavily upon participants' words durirg their interactions. 

In the instance of the day lon:J actirg workshop, there was 

considerable shift in the fonn of data. Most of the verbal data came 

fran two sources. '!he two were, cam 1 s direction to group members ani 

group members 1 words in doirg the exercises. 

When the backgrourxi hubbub was discernible or emerged at the 

forefront, for exanple, when group members resporrled to cam with 

questions or statements, I have presented data. However, this data is 

considerably diminished in the third meetirg of this stage. 

Group members' appeared to hold a camnon expectation that 

cam would "give the workshop", that he would structure the events of 

the day. His words conprise much of the data, then, JOOSt clearly 

irrlicatirg the direction of activities. cam assigned tasks. Even if 

they were not always clearly understood there were few questions when 

he assigned them. '!here was little or no discussion in the large 

group about his instructions. 

In oontrast to weeks of meetirg ani discussirg, group members 

were ~ed in activities of a far toore physically oriented, 

expressive nature. '!hey were generally eager to leap into the 

activity first. '!hey asked questions of cam if they could not 

detennine sanet:hin;J once they had started. 
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Processual outline Of Workshop Activities 

'lhe day may be described in tenns of a series of activities 

through which cam guided those at:t:en:linJ. 

a) "story Circle" Exercise 

Af:ter introducin;J himself am welcoming everyone, cam started the 

100mirg with an exercise. While he had evecyone sittin;J on the stage 

in a circle he began: 

- I •m goin;J to start a sentence, a sto:cy. Eveeybody will add to 
it. First repeat what I said. cam) A-24-04. 

Group members had been laughing am jokirg a100rg themselves in 

response to cam • s instructions. When cam gestured which way arourrl 

the circle the sto:cy would go, Jessie realized that she would be near 

the errl. In fact the toore difficult position was to be the last 

person. '!he person concluding the sto:cy circle had to recall am 

repeat the entire "collective sto:cy" before he or she could add her 

final line: 

- You're starting? Want to trade places? [She said this laughing 
to saneone a few seats down. ) Jes) '!his is not focused. In 
other words, it doesn • t have to have a meaning. It's just a 
concentration exercise. cam) It has to make sense. Jes) Does it 
have to make sense? Eil) A-24-561. 

cam began without resporxiing to Eileen: 

- I got up this toomirg am my car wouldn't start. cam) I got up 
this 100mirg am my car wouldn • t start because I ran out of 
gasoline. Joy) 
I got up this 100mirg am my car wouldn •t start because I ran out 
of gasoline. So I walked over to the service station with a pail. 
len) [Much laughter at the possible link with the "pink pills" 
improvisation.) Gas can? Whatever... Ien) No. "Pail." Do it. 
Joy) Speaking of pails, sickly boys am girls. What you need is 
Dr. William's pink pills for pail people. Ann) A-24-04. 
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['!here is n¥:>re laughter' louder am lolXJer illustratinJ 
awreciation of a "running joke".] 

Gl:oup members respcnled to each participant's contributions with 

ag;>reciative laughter. When sane stumbled, forgetting part of the 

stor.y, group members also laughed am then provided hints. cam 

expressed surprise at how well group members were able to remember the 

stor.y. He inmediately began a seconi exercise. 

b) "Objects" Exercise 

With this exercise, the group was broken into smaller groups. 

cam provided a mnnberinJ scheme which resulted in group members being 

unable to choose small group with frierrls. 

- Number off into groups. Find an object - three in a group ••• 
Bigger than a bread box. cam) A-24-562. 

cam gave them no criteria for selecting an object other than size. 

Gl:oup members scattered to scour the school. As they began the 

activity, group members became quite boisterous. When two groups 

returned, there was sane rivalry between them as each group displayed 

their object: 

- God we're good. Jes) Boring! Joy) Stimulating! Jim) Where did 
those guys go? 'Ihey're probably drivinJ a toilet out here. 
len) A-24-563. 

As cam looked over the objects he commented on one group's object 

which was a huge, ornate trophy with a cup on a wooden am metal 

pedestal. 

- '!his might make the next half •••• cam) Difficult?Jes) [laughing] 
Very difficult. cam) Good! Jes) We can harxlle it. Joy) We're 
tough. Jes) [She laughs. ] On the other hand, Joy) [She laughs. ] 
Be brave. Jes) A-24-564. 
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When each group had returned with their object cam gave them a 

few minutes for the secom part of the exercise: 

- '1he next part of the assignment is to fird ten uses, other than 
what it was intetxied for. • • Go into the group to decide. 
cam) A-24-565. 

-Without usin;J words, I want you to take your thi.rgs ard without 
woms, either in groups of two or three take tums def~ what 
your tllin3' is. cam) A-24-567. 

Members of the small groups then were asked to demonstrate ten 

uses for the object. One or 100re people in each small group mimed one 

of the uses. "Audience" members shouted out various ideas as each of 

the uses was mimed. As soon as saneone identified the use, actions 

TNOU!d quickly shift to the next one. '!heir ordered tumultuousness 

took very little time. 

'1he study provides by way of a sample, a few instances of group 

members representations. '!he group with the trophy immediately turned 

"it" into a garbage can then scrambled to show it as a paper weight. 

One group had chosen a broom. '!hey speedily removed the harrlle ard 

used it as a shoehorn. Yet another group used a garbage can as a 

stool ard then as a mobile. 

strikirgly, this exercise required a clanx>Ur of collective 

creativity. Group members had to fonn a group for decision-making 

purposes. Group members also had to think quickly about how to act so 

that their "audience" (other group members) would understand the use 

of the object. '!here was a tremerrlous annmt of physical IrOVement, 

sane na;t swiftly ard subtly done by group members. 'lhis was a fonn 

of mime ard as such required getting used to using physical IrOVement 

to corwey meaning. 
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Generally, everyone was in high spirits. Group members, shouted 

ani laughed while attenptirx] to guess each group 1 s representation of 

the ten uses of an object. '!bey laughed both in response to what 

small group members did to portray the object 1 s use arrl they laughed 

at ''wronf' suggestions c::c:m:irq fran ana1C1 themselves. 'lbeir responses 

became toore ani toore raucous. When one group member could not 

renenber or think of a tenth use, cam asked, "can others help him?" A 

group member resporrled amidst laughter: 11I don 1 t think SO. 11 Joy) 

A-24-569. 

After this cam asked group members to retunl to the circle. '!bey 

did so sittin:] in precisely the same spots they had before. cam asked 

them to take an early lunch break (half an hour only) so that they 

could go hane to fetch an object: 

- cane back with sane thing that has sane kind of sentimental value 
to you, '!hat is old. Something you keep around the house, not 
because you need it or use it but you just can't throw it away ••• 
I want it to have sane emotional value to you sane how. '!his 
next step is going to be a long process arrl it's going to involve 
both the things we just finished doing. Only in tenns of our 
stoey. Okay. cam) A-24-571-72. 

c) I11nch Break 

'!be lunch was veey brief. Many participants went home for lunch. 

However, some stayed or came back after purchasing lunch. ruring this 

time they had an opportunity to chat about apparently unrelated 

things, for example, gypsies, atteming powwows arrl washing carrots in 

a washing machine. (One person was eating carrots.) 

Not all returned to the afternoon session. One wanan who had not 

atterxied earlier meetings did not come back. Another member did not 
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retum for several hours: "Lyle's not here but he may be very late." 

Eil) A-24-575. 

d) "Object Of Personal Past" Exercise 

cam began the session after lunch with the group in a circle 

seated in virtually the same positions. His instructions this time 

were: 

- Take your thin:], whatever it is am just talk about it a bit. 
Ani then what we '11 do is the same kind of a circle thin:]. I 
want you to pass it aroum so that everybody can get a look am a 
feel. Ani also tell what it remirrls them of. So everybody will 
probably have a different, quite a different, uh, impression of 
this thin:]. cam) A-24-576-577. 

cam advised me after this workshop that his puz:pose for inclucii.rg the 

exercise was part of a larger process to help group members make links 

between personal am past in the group. 

One at a time group members brought forth their objects am 

described them. Some made reference to why they valued the objects, 

others did not. In an tmrecorded discussion cam irrlicated to me that 

he was aware of those who had not described why they valued their 

object. He stated that he did not wish to press people to do toore 

than they would feel comfortable with doing. An interesting pattern 

developed wherein several group members brought two objects, the first 

being a "real" antique, the second being "old" in the sense of the 

person having had am valued the object since his or her youth. 

As each participant finished the description, the object was 

passed arouni the circle. others then commented on how they 
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experienced the abject, sane in tactile tenns, others in tenns of what 

they observed about the abject. Group members' spoke toore slowly, 

sanetimes with hesitancy, but with keen interest am respect. cam 

barely facilitated, group members' followin;J his structure, directed 

themselves in di soJSSion. 

'!his was a ler.gthy process. 'IWo sanples of data related to two 

members' objects were chosen to exemplify their process. 3 

1) Anna •s Object 

Anna gently stroked a silver-colored purse made of chain while 

beginning to speak of its in'portance to her: 

-My gramna was a packrat. She gave to me this purse. Her first 
beau gave it to her. Saving up, he bought it for her. '!hen he 
went off to war am died ••• Has tmfinished sense about it. 
Ann) A-24-578. 

She then passed the purse aroum. People also stroked it, looked at 

how it was made, observed that it required mending. About half way 

aroun:i the circle it came to Joyce. While looking at it closely she 

discovered a date of manufacture 111918" am commented that this would 

not have given the boy much time to go to war. Anna frowned am then 

smiled after a few secon:ls: 

- My granjmother was also, from other sources many years later, 
quite a party girl. But of course as my grarrlloother she was 
nothing but one of the suffragette founders of the CCF ••• 
Ann) A-24-580. 

A brief discussion ensued about the nature of 11\Em:)ries. It was 

sugg-ested that ''people tend to remember what they want to recollect". 

Joyce added to this analysis: 
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- When people tell stories you remember, they actually embellish to 
make it a better story. It S0\.1lXls so much better that you don •t 
want to disagree with it. [She laughs.] It was not nearly so 
l1l1Ch fun when it happened. Joy) A-24-583. 

2) Joyce's Objects 

J~ began with a book on veterinary medicine published in 1906. 

She described the book as incl~ recipes for treatirg animal's 

symptans: 

- Sane of the recipes are just insane. [Ia~] A lot of them are 
belladonna. Joy) A-24-587. 

'lhe book was passed aroun::l, people flippin:] through pages, smellirg 

its llllStiness, talking ~ themselves, pointing at pictures. Joyce 

began to describe a seconj object while the book was in the process of 

being passed aroun::l: 

- '!his is my favorite. I rescued this from thirteen nieces and 
nephews. Anyway that's my sentimental t:l1irg. I used to sleep 
with it. Participant) A-24-588. 

"It" was an old plush toy dog which tmned out to have a nusic box. 

J~ announced the name of the sorg ''How Much Is '!hat l):)ggie In 'lhe 

Wirrlow''. Eileen then described a similar toy that she had as a child: 

- I had a pink pig that played "Edelweiss". [Group members laugh.] 
Ell) A-24-589. 

After this for sane time discussion occurred to the strains of 

''How Much Is '!hat l):)ggie In 'lhe Wirxlow''. As people passed the dog 

att¥:>rgSt each other, sane WOUl'Xi it up. 

other exanples of objects people brought included: a high school 

jacket with the person's nickname on it; a roun:i alumimnn jewelry box 

that played "Jirgle Bells" (this eventually became part of the play) ; 

animal skins (one member's grandfather had owned a mink ranch, 
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another's was a trapper) • Many people brought things fran their 

childhood an:l many were gifts fran grarxlparents. '!his also eventually 

became a theme in the play: 

- Arxl then I felt real sad because eveeybody else had personal 
things an:l that wasn"t personal cause I wasn't bom (when it was 
made] • So I had to go hane ani get a personal t:hirg, a 
J:utterknife my granjnd:her gave me. Jes) So the inportance of 
this is that your granjnother gave it to you? Mad) Hmnm. 
[Noddirg] Jes) A-24-599. 

rurirg this series of discussions a theme arose with respect to 

the camtmity. Group members came back several times to the question 

of what happened to the conm.mity durirg the war: 

- ••• You still have a cousin there. People could attack you. So 
it was toore or less keep your mouth shut ani you '11 stay out of 
trouble. I don •t think there was trouble or dj ssension between 
groups. '!his man was simply saying not to make any. Eil) '!he 
people that I got, (interviewed] that lived here, the Gennan 
people, I'm sure they thought of their families back in Gennany 
that were beirg pulverized ••• Jes) (Eileen continuing] '!his man 
reminied eveeybody that we are guests of the Govemment of 
canada. '1hrough the generosity of the Immigration Department. 
As guests we would not be sayirg anything. Eil) A-24-592. 

-'!hey no lCDJer called it sauerkraut. Jes) '!here was an article in 
the paper. Eil) '!hey called it pickled cabbage. Jes) Arxl they 
just sort of sat arouni here ani didn • t get involved at all. 
Just kept on fanning. Jim) A-24-596. 

One person read a 1915 newspaper article which listed a number of 

items which "the boys should take with them over there". '!he list 

included a blanket, long underwear ani a Bible. Following the latter 

ccmnent several members speculated about the question of who was 

allowed to go over to fight the war. on the theme of the conmunity 

dealirg with crises in certain ways, one person retumed to a canment 

made by a group member at the July eleventh meeting: 

- We were talking ani joking, ''What has ever happened in Goetheim? 
Not.b.irg. We wouldn • t allow it to happen here." ('!he inti vidual 
has actually toodified the original conversation slightly. '!he 
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original reference was to the church. ] '!here 1 s a certain truth 
to that -a lot of truth to that. Ard part of the reason, part of 
the way l'lO'tl1in;J is allONed to happen here is just by, "Shut up. 
Don't yc11 ever shc::M the closets, the skeletons". A-24-605. 

Soon after this dj scussion, all the participants had described their 

objects. cam then began an exercise which led to jnprovisations. 

e) "Creating A stozy With Objects" 

'lhrough his instructions, cam conveyed a strong sense of purpose 

for the next exercise, but less certainty about specifics of process: 

- Take your things in your groups and uh, what I want ultimately 
and I 1m not quite sure ha-~ to step this. . . We 1 re going to do 
this quite quickly. Build a character that relates to the 
objects. Create a character who relates to these articles. If 
you don't want to use the article you have switch with saneone. 
Don 1t worry about characters. • • I want the articles to tell the 
story. All three have to be involved in the same story. 
cam) A-24-612-14. 

cam•s instructions raised questions among same groups. others 

appeared to have no difficulty. 

Providing detailed description of the remaining workshop hours 

TNOU!d require transition from mobile to macrane for hereafter group 

members worked together much of the time in small groups creating 

concurrently. 

'Ihree small groups created storylines pushing their way through 

to inprovisations. Fach of their processes became rich with diversity 

and reflection. Eventually, cam rearranged these groups slightly and 

a fourth group began an inprovisation with a conplex set of 

interactions. 

When each group had created a storyline, then each group 

continued to IOOdify that storyline repeatedly. When cam was not 
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workirq with a small group those irxtividuals would either be audience 

(each group watched each other the first time) or they would be sent 

off to work on an aspect of their improvisation. 

'lhe confines of the "paper" medium still denand a linear fonn. 

'lhe number of st.ran:ls nust be reduced. Being unable to trace all tllat 

was emezging I have c::anpranised with criteria. '!hose ingredients, 

artifacts, of prin'ordial soup tllat remain after being boiled down are 

those connected to IrrJ interpretation of their cultural-meaning, what 

group members came to experience commonly. 

'lhe strategy is to describe very briefly the substance of three 

groups' initial iltprovisations. Insofar as I was able to obsel:ve one 

group through their behin:l scenes discussions in a more concentrated 

fashion, a win:low on their process is provided. 

Participants of this third small group took longer than others to 

establish a flowing iltprovisation. '!heir comments revealed 

considerable reflection on process given the reaching ani stumbling 

they experienced. I will also describe aspects of process, but will 

rely on the one group not as an example of the others so much as an 

extrapolation. First, a synqsis of the three improvisations. 

1) Group Number One: "Patients Personified" 

Improvisation of this scene did not flow entirely smoothly for 

this set of small group members. '!heir conunents while standing on the 

stage express an uncertainty arising out of inexperience. Literally, 

they did not know how to start having never done this before: 
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- Shc:W.d we have our artifacts? Jbn) Should we ••• Bil) Whatever you 
need to do. cam) ••• Should we just take off? Eil) We're goirg to 
act? Jim) Mr. MacCrae? [Eileen begins the improvisation) • 
Eil) A-24-620. 

'lhe scene begins with a nurse terxting a patient tryi.rg to get his 

attention. His wife is sittin;J close by. 'lhe patient is not 

respondj.rg. He has apparently had a stroke. "His wife" is anxious 

about beirg able to ccmnuni.cate with him. '!he nurse calms her 

in:ticatirg that he will come aroun::l gradually. 

A frierxi, "Joe" fran his past comes to visit the patient. Joe 

tries to ccmnuni.cate with him. '!he patient remembers the frierxi 1s 

name ard mutters sanethin;J about this friem owi.rg him money. 'lhe 

frierxi explains to the wife that in fact the patient, her husbani, 

owes him money fran a tine when he gambled his wages away ard didn 1 t 

wish to tell his wife. 

Acx::ording to Joe, the husban:i "covered up" by claiming that Joe 

owed him the money ani never paid him. He has been telli.rg the story 

so len; he believes it. ('!his appears to incorporate the theme of a 

difference between memory ani actual occurrences discussed in the 

"object" exercise.) After a few interactions, prior to Joe appeari.rg, 

however, one of the actors breaks out of the improvisation. 

- I'm really lost Eileen on how you want me to bring this in. Ien) 
I don 1t want you to do anything. You just do it. Eil) I 1m really 
lost right now on what we 1 re planning. • • Ien) A-24-621. 

cam then strode up to her to give her suggestions. He spoke to 

her quietly, directly. His words were not recorded for this reason, 

although I was able to obtain samples of these "intimate interchanges" 

at other times. Despite cam1s whispered suggestions this 

630 



participant 1 s role in these early improvisations tended to be one of 

response rather than initiation. 

cam 1 s response to the improvisation when they stopped was one of 

enthusiasm: 

- SUper characterizations! You got that part of it out. Going with 
that kird of dialogue. It 1 s very real. cam) A-24-630. 

He then launched into ruminations concerning what a script would look 

like if they did create one. 

- If we fiNer do have a script, it will be phrased for nost people 
like, "Ard so ani so talks about such ani such. Ard it 111 have 
an outline of points that are covered. You 111 do what you just 
did. Interject little bits of t.hirgs as they occur to you. Ard 
uh, it makes it soun:i much more spontaneous, more real. 
cam) A-24-633. 

The outcome Of This Improvisation In Relation To The Play: 

The first time group members ''improvised'' this scene,- in spite of 

a few bumps there was a substantial storyline. cam•s excited comnents 

added to expectations that there was a bright future for this scene. 

However, when the group was sent off to work on additional detail, 

upon their return the scene did not appear to have changed much. 

Problems experienced in this first improvisation resurfaced each time 

the scene was done. 

The scene did appear in the first script Sf!Neral meetings later. 

However, those involved did not express enthusiasm about the scene. 

Shortly thereafter, Eileen indicated that she would not be acting in 

the play at all. When faced with replacing her, group members decided 

to aban:lon the scene. 4 
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2) Group Number Two: "Birthday Blues" 

As it tmfolded, this scene was of a grarxichild visitirq her 

grarXJnd:her. '!he grarxichild is upset by the fact of her twenty-first 

birthday. She feels as though life is passirq her by in Goetheim. 

'!he grarXJnd:her gives her a present. '!he gift is a romrl aluminum 

jewehy box which plays "Jin;Jle Bells". She expresses surprise at 

~ivirq an "old" gift. '!he grardnother then begins to tell her of 

its significance. 

"Gramma" explains that her husband who is dead now bought it for 

her many years ago for her birthday. Her brief description of 

receiv~ the jewelry box is quite ranantic. However, we then see a 

"flashback" of the actual situation. 

'!he husband has been "out with the. guys" and has forgotten to get 

her anything until after the fact. He comes upon a native wanan and 

negotiates the price, payirq very little for it. We "return" to the 

grarx3rother who recounts that it was ''mass produced" - a new thing 

which made it very special at the time. 'Ihe granddaughter accepts 

''the treasure••. 
In addition to "gettirq at" differences in meaning between the 

younger and older generations, the story illustrates the difference 

between what "really happened" and her memory based on what she knows 

of the incident. However, the granddaughter experiences the 

profurxlity of "granuna • s" experience "right here in Goetheim". 'Ihrough 

this experience the granddaughter begins to have a different sense of 

the past and the connnunity. 
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'lhroughout their inprovisation these actors created their lines 

fluidly. '!heir interactions suggested a personal comfort with the 

medium. It would have been difficult for me to distinguish their 

perfonnanc:e with one which had a script. No locq silences broke the 

illusion of story. '1he audience clapped, laughed, ani repeated the 

last parts of lines throughout this inprovisation. Interestin;Jly the 

wanan who played the grarrlrother commented after: 

- 'lhat' s how I came to own a music box that plays "Jin;Jle Bells". 
He ripped it off an old Intian. Ann) A-24-641. 

A djscussion about why there have been no native people in the 

area in lOOdern times ensued. Part of the djscussion also included 

cam•s "directorial" ccmnents. He advised the actors on a point of 

writin:J toore than actirg: 

- All of what happened here you talked about rather than havin;J it 
happen. All the bits of infonnation we laughed at, it was 
because it was, you know, (cam gestured with his harrl to the side 
of his m:uth as though doirg an "aside" on stage] "Infonnation 
point! -Get it audience?" ''Would you like to hear the story" 
- instead of organically working out how it happened. '!hat's 
when the story is really happening in those transitions, those 
awkward pieces. Iet' s go. (cam was addressing the next group, 
group number three. ] Not ready? cam) A-24-643. 

cam was to refer to this tendency to blurt out "infonnation" 

rather than to have it flow through interaction many times in future. 

For example, in the synopsis I have used the words "grarrlmother, 

granddaughter, and husband". In same instances they may not use those 

words immediately. One may gather from their manner, the tension in 

what they do and say, the nature of the relationship. 
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'1he outcane Of '!his Inprovisation In Relation To '!he Play: 

'!his scene was TNOrked on am developed until they created a 

m.nnber of scenes linked through the graOOioother' s am grarx:ldaughter' s 

discussion. cam eventually used the first part of their scene as the 

openj.n; of the play. He used these two characters' conversations as 

its enter framework. 

3) Group Number 'lhree: "'!he Train station Scene" 

'!his scene took the longest to evolve. As indicated, this 

description includes sane of their "behind scenes" struggle. Small 

group nenbers began with cam•s instructions to create a storyline fran 

three objects they had brought with them: 

-We've got such a perfect match here. (Jay is referring to three 
objects, a plush toy dog, a butter knife and mink furs. ] 'Ihink 
about war. He can't choose (I believe this is a reference to 
what to take fran the list for "boys going over there"] He kills 
himself out of frustration! (Pause, a second inspiration] "Don't 
take this to war!" Okay. We got our story. Jay) A-24-615. (He 
paused again for a moment and then continues on.] No I don't 
think that's going to work. Jay) You can't see it working? Jes) 
We get in everything. Joy) Yes, but its not saying anything. Jay) 
Hey, there was no rules ••• Jes) A-24-617. 

-We were wondering if the story has to be sane. Director, does it 
have to be sane? Jes) No. It has to make historical sense. (cam 
stated that and left immediately. ] You inprov it on the stage. 
Joy) [I believe she meant ''We don't have to work out the details 
now. ] I'm having trouble with this. Jes) Maybe we should work a 
few toore details out here. Jay) Yeah. Joy) A-24-618. 

Group nenbers began focusing on the part of the scene located in 

the past. 'lhey placed themselves in a railway station through further 

creative exploring. D.lring this process cam observed them ani 

indicated that there was no conflict in the scene. He then suggested 

a tension in tenns of setting: 
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- You • :re uh. '1he:re • s been a real blizzam arxi you • :re all caught in 
it. You' :re all essentially. • • three strangers caught. • • in a 
strange station. • • I want you to set yourself this time am 
place - 1915 in a train station during a stonn. But I want you 
to relate that time am place am artifacts to today. 
cam) A-24-626. 

Jessie was the first to respon:l to his suggestion. She began in 

a voice intentionally shaky to irxticate age: 

- Yeah, I remember 1915, I was st:arxtinq in a train station, 
Goetheim, Saskatchewan. Jes) What were you doing in Goetheim, 
Grantna? Joy) Well, we were waiting for the boys to cane through. 
Jes) '!he boys? Joy) Oh, yeah. Jes) '!hey' :re on their way back? 
Jay) No on the way through for training. Jes) A-24-627. 

About this time in their process, small group "rn.nnber one" 

stopped for the day as Ienore had to leave. cam suggested members 

fran that group join others. Eileen became one of the characters in 

the railroad station am thereby part of this group's process. When 

asked what her character would be she responded: 

- Sane are waiting to get on, some are waiting to get off. I'll go 
with the last. Eil) A-24-637. 

'lhrough further creative dj scussion each of the four took on a 

character. Eileen was a "rn.m", Joyce was a "doctor", Jay a "trapper", 

am Jessie a "young wanan". '!hey discussed a rough outline of what 

they would inprovise, but realized that they were unclear about heM to 

bring the scene to a close: 

-We'll have to wing the rest of it. But that's okay ••. We have to 
have a good stopping point. Jay) Just end. "'!hat's it! We're 
finished". [laughing, Jessie, said this as though speaking to 
the "audience" out there. ] We can go back to the present. But 
there should be some reason, else why you remembered us. Joy) 
otherwise there's no significance. • • We need something 
significant to tie it all together. Why would she remember all 
those years, these people? We don't have a story. We can wing 
it. Jay) A-24-648. 
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When group members qot up to inprovise what they had done thus 

far, they exc.harged a fa~ words, but then began to repeat what the 

last person had said. Silence in:ticated that they had no strong sense 

of direction upon which to act. 

cam suggested that group members then begin to think in tenns of 

ex>nflict aiOOI¥1 the characters: 

- Are you a heathen? Like would you say sanething like "God, I wish 
this snow would stop?" cam) Oh certainly. (Joy was a "dcx:tor'' at 
this point.] Ani you would say, "God has chosen to have it snow''. 
(Jessie said this "for" Eileen whose character was a rnm.] 
Whatever. You would take in a different way, then she would mean 
it. cam) A-24-651. 

Relying on the rnm character for disapproval, group members toyed 

with variations: 

- I could be a Gennan catholic and him not. I could be a 
girlfrietrl. Jes) If she was a catholic girl and you knew her and 
who she was waiting for, you'd be totally shocked that she was 
••• Joy) Exactly, this is the big confession. 'Ibis could be 
really interesting. Cam) It's intricate. Jay) Hmnun. , but it's 
very much steeped in the • • • getting involved in the sentiment 
of the time. Cam) A-24-653. 

'lbrough a series of "run throughs", group members' story evolved 

through decisions actors made and suggestions made by cam and other 

group members. cam frequently used a strate:]y to assist those 

inprovising. He would ask l'OC)re concrete questions. 'lhrough this 

strate:]y the rnm and doctor (Eileen and Joyce) were edited out in part 

by their own response to partaking in the scene: 

- Freeze. st:arn up to front. Tell who you are, what you're doing, 
what's going on, what date it is, why you're here. 'Ihen you do 
the same ••• 'Ihen we'll see what happens. In character. Cam) 'lhe 
l'OC):re we do it the harder it is for me to imagine that any wanan 
would be here. Eil) ['Ibis is followed by a discussion of how 
liberated nuns were. ) A-24-704. 
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- 'lhe situation doesn't seem to be going anywhere ••• cam) out the 
door in the garbage can. Joy) ••• What could this be goirg to? 
cam) A-24-664. 

With the focus on the remainirg dlaracters, the young wanan am 

man, they retained what had been developed in tenns of possible 

stoeyline am refined "the conflict". cam made two suggestions, he 

sugg-ested that the young trapper was not taking the train to sell furs 

el~, but to leave town because he could not go to war. He was 

escapirg the <XIl'lllllility am his culture. cam also suggested a change 

in the dlaracter' s relationship: 

- It just occurred to me that you're an ex-boyfriend. So there are 
all those ld.rrls of sparks. You knoil. All the questions have a 
lot toore meaning than meets the eye. An:i all that polite 
conversation at the beginning is just that, polite conversation. 
All she has to say is "flannel umeJ:Wear". '!hat becanes a very, 
very personal nanent for you. cam) A-24-723. 

As the stor.y eventually came to unfold the young wanan meets the 

yourg man in the railroad station. '1hrough their initial "polite 

conversation" it is established that he is catching the train am she 

is meeting the train to give a Bible to one of the troops going over. 

As their conversation progresses their purposes for being there becane 

more apparent. 

In the climax of the scene the wanan accuses the young man of 

nmrrl.rq away fran his Genran heritage. He then accuses her of the 

same by arra.rging to man.y "someone with a Scottish name". '!he scene 

~with the man catching the train, retuming to her a memento 

suggesting the end of a possible relationship between them. 
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!Jhe outcome Of 'Ibis Improvisation In Relation To '!he Play: 

'1he theme of hc:7N yan-g people of Gennan ancestry livirg in canada 

experienced the war grew into arxi remained a key element in the scene. 

'lhe scene was edited dawn to two characters arxi a second scene was 

lltprovised wherein the same two characters met many years later. 

Eventually, these scenes were acknowledged by group members to have 

been a pivotal piece in the play. It was notably, one the JOOSt 

dramatic scenes arxi as such balanced the levity of the majority of 

other scenes. 

While this scene e.meJ:ged over the len:ft:h of the day, other small 

groups had been i.mprovisirg and mcxtifying their scenes as well. 

(Technically speaking, a scene can be improvised only once. After 

that one is repeating even if modifying. ) All the scenes were 

modified several times over the remainder of the day. 'Ibis process 

was a relatively simple one. 

'lhe actors would begin based on earlier improvisations, doing 

approximately what they had done before, unless they had worked on 

changes. When doing the scene for cam if they stumbled or came to a 

full fledged halt, they had to work through or around their 

inpediment. Oc:x:asionally, cam stopped them to suggest changes. 

f) SUpper Break And Evening "Shifting" 

'!he supper break merged with the work people were doing. In a 

sense of group members followed a shift-work fonnat. As one small 
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group \Olld be "re-worki.rg" their inprovisation on stage, generally in 

front of cam, others would have gone to do sane TNOrk on their am ani 

then return to be audience an:i await their turn to act. 

rurirg this shift-work a "new'' small group began a fourth 

inprovisation, ''Nurses '!Wo". '!his inprovisation did not develop 

directly fran the "objects exercise". Its source was the research 

work which had been done in the fonn of an interview with one of the 

first nurses of the area. 

In addition, secon:i scenes built on a first scene were beglm fran 

all three original scenes. "Process of creation" changed with one 

small group to the next. '!heir interactions may be sunmarized in 

tenns which follorN. 

'lhe "objects exercise" generated themes. Group members used 

these themes in addition to their own unique set of objects to create 

a semblance of a storyline for a scene. An element generated through 

storyline creation was characters. Initially, in their inprovisations 

group members identified only an aspect of character. '!hey detennined 

relationship between one another, familial or occupational, examples 

beirg grarrlioother, gran:idaughter, nurse, patient. '!hey used that as a 

springboard to begin to interact to "discover" more about their 

situation. As group members developed more and more a sense of 

character they acted as they came to assume that character would act. 

'lhese interactions generated more ideas. '!heir spontaneous 

interactions "revealed to them" both more about their character an:i 

"the situation", these two beirg interactive. 
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Initially, when group members got up to inprovise a scene cam did 

not interrupt them. '!hey would sinply go until they stopped. Sane 

ceased at a point where there was a conclusion to the stoeyline. Sane 

stopped when no one could fin:i anything llX)re to say. 

As described previously, cam resporxied with a m.nnber of different 

strategies to either pratpt actors into picking up the inprovisational 

threads or to "inprove" on a scene generally. One apparent technique 

he used was to explore characters in yet oore detail to develop the 

stoey: 

- stop ••• right now ••• Don't speak your feelings unless she drags 
them out of you. You • re speaking ypur feelings. cam) '!hat's what 
grammas are for. Allie) No. Granunas drag those feelings out of 
you. cam) I usually went am said, "Gramma, help! All) But if 
you've established like you have that you're not going to talk, 
then you can't talk. An:i if she's the one that establishes she's 
bright am cheecy, let her. cam) A-24-659. 

cam • s technique to pranpt group members to act or to change their 

actions was conprised of making various aspects of what they were 

doing llX)re concrete for them. For exanple, he might do this with 

reflecting am asking them to reflect on the theme or climax of the 

stoey. His inteJ::vention with group members acting in the train 

station scene exemplified use of this technique. His series of 

directive questions were described previously. '!his recreation will 

provide additional context. 

'lhe group of four were sitting on stage as though in a train 

station. 'lhey were struggling with who should say what. 'lhey were 

silent am then they began to laugh. Following their laughter Jay 

made soun:l effects, the win:i howling about the door. One person 

finally spoke: 
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- Pretty oold out there. Joy) It 1 s cold out there. Jay) A-24-663. 
[Long silence.) - Why are you waiting? cam) Just who are you 
waiti.n; for? Jay) [I believe this was meant as a joke. On 
occasion Jay gently lanp:x>ned people. I believe he was picking up 
on cam's tedmique of askirg ooncrete questions. ] '!his Bible is 
for James. Ell) Where is this scene going? '!his other scene was 
a love story about growing old arrl it went sanewhere. '!his is a 
dramatic scene. 'lhe situation doesn't seem to be going 
anywhere ••• cam) out the door in the garl:lage can. Joy)... What 
cool.d this be 
going to? cam) A-24-664. 

As an additional tedmique to prompt actors when their 

inprovisation was ebbing, cam also asked them to consider ooncretely 

any conflict betWeen characters. When the storyline arrl the 

characters were apparently settled, his directive questions tumed to 

ooncreteness in tenns of nuance, that is feelings or motivations 

behird certain actions in which the actor was already ergaged. 

-Why have you cane to see your grandmother? cam) Hmmm. All) Well, 
why? Is non arouni? what is it? You have to know that for 
yourself. You know, just so that you have a sense of reality. 
Wherever you can get the IOOSt reality from your own self. Arxi I 
don't mean by that you should tell your whole like story, but the 
kin:l of thing that makes the IOOSt sense to you, uh, go with it. 
cam) A-24-675. 

- Your playing in a friggin' tournament. You left her at hane. 
You're feeling guilty. (cam said this to actor playing the role 
of the husbani buying the alumintnn jewel box.) A-24-660. 

Up to this point descriptions in this segment have centred in the 

main on cam 1 s actions arrl those of "the actors". Group members also 

contributed to interactions as audience members. At first, their 

actions were toore consistent with "traditional" audience actions. 

'!hey sat arrl listened, clapped at "the end" of an improvisation. '!hey 

laughed at both interned jokes arrl unintended ones. As the day rolled 

by, group members becaire toore vocal responding with suggestions, 

repeating jokes arrl once in a while responding with jokes. 
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- What did you come here for? Maybe, you could have just popped 
out. cam) While she was out? Jay) '!he way she was sitting 
looki.rg distraught made me think she was on the front steps ani 
gramma came hane fran the walk. Eil) • • • Grantna • s secorxi heme. 
You don't knock. All) All that's ••• it's just a suggestion. A 
conscious image with which you can work, sanehow, sanewa.y. I 
don •t mean for you to actually get up ani do it. cam) A-24-684. 

At first cam did not discourage their interactions. He laughed 

with them. At the time I had the sense of group collaboration, that 

all were ergaged in writing this play ani ''making "it" theirs. 

A1Ioost at the ern of the meeting there was a minor shift in 

defining what behaviour was appropriate. '!he incident came during 

work on the hard-won train station scene. Jessie nuddled her words. 

Sane group members laughed as they had done in other inst:a:nces. At 

that point Jessie broke out of character by tunring to the audience 

ani sayirg: 

- You guys know what I'm tryirg to say. Give me some help. Jes) 
Okay you guys let's have a little bit of respect. '!his is tough 
enough ••• cam) A-24-727. 

For sane time group members were much more quiet in their responses as 

audience. 

In addition to improvising and responding as audience, group 

members clearly spent part of the day reflectirg on the process. '!hey 

did this in small, infonnal groups. Many of their reflections were 

not reco:rd.ed. However, a few exanples were doctnnented, particularly 

those which were raised with cam. 

- How do you get a hold of the problem? We were just talking about 
- how there, there's two people talking. So you know when 
person A has stopped person B has to talk. Here we're either 
having nothing or two people are talking, cause you have no 
idea... Joy) You'll work it out. IDn't worry about that for 
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now. For God's sake this is not, we're not working for 
production level yet. Don't worry about it. It will becane 5 obvious as it progresses who has what to say. cam) A-24-694. 

g) Wrao-up 

When group nenbers' shift-work stopped about nine-thirty at 

night, cam made a series of reflective references to what had ha~ 

ani what he expected would happen in the next few weeks. His carments 

included statements about what was further required to carplete the 

play. He also spoke of a prcx:::ess to initiate additional 

inprovisational efforts. 

- 'lhis is not what we live am die for. What we live am die for 
is bein;J who we are am what we are. And that's much more 
inp:>rtant. 'Ihat comes out in major scenes. I think the major 
theme is, uh, love an:i life am death, whatever you want to say 
about Goetheim. '!hey really say sanething, they say quite a lot. 
And those we can strengthen up am build on. cam) A-24-758. 

- I think what would definitely work as a kind of binder twine is, 
uh, a kind of narration, thing, who might be a journalist fran 
1915, reads snippits. cam) And what would the narrator be doing? 
I don't urrlerst:am what you're saying. Jes) A-24-756. [cam 
provided very briefly examples such as readinq the article about 
the list of things to "take over there" as a preface to the scene 
she had been working on. ] 

-May I give you an assigrnnent? It's a very concrete assigranent. 
EveJ::ybody here is going to narrate one thing. We' 11 either 
illustrate it or think of how to dramatically portray it. ['lhe 
last half of this sentence is paraphrased. ] cam) A-24-767. 

Included in cam's reflection on what had to be conpleted to 

create the play was an assessment of what they had accomplished that 

day: 

- You guys are amazingly close to perfonnance level on sane stuff. 
cam) A-24-760. 

Moving fran contemplating the creation of additional content, cam 

referred to structure in tenns of administering activities. 'lhis 

included more traditional theatre rehearsals with a script. 
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- Very, very quickly we' 11 break this down into scenes. '!here 1 s no 
point in calling people for every :egearsa1 when they 1 re not 
needed in the scene. cam) A-24-765. 

In this sense it would have been 100re in tune with most participants• 

experience of theatre. However, as described at this point, the 

format ani content of the script would barely resemble what many group 

members would have experienced as a script. 

- ••• For the primacy purpose of literally banging out a very needed 
tidy script. You know sanething that will actually exist between 
pages script. By that time this should pretty nuch be ready. 
Soon, the seventh we can have a general idea of the shape of 
play. ~weeks fran today, three weeks before we open, we're 
t:al.Jd.rg like an hour show, so we're in pretty good shape. 
cam) A-24-770. 

Sane, in particular, the producer registered surprise at the 

lergt:h. Apparently at least a fet~ of the group members had assumed it 

would be longer. cam irxticated that there would be considerable work 

to create the hour. cam erxied the day on a happy, respectful note: 

- '!bank-you very, very nuch for today. It was, uh, rewarding. I 
feel really good about it. cam) It was exhausting but rewarding. 
Jes) Yeah. Jim) We done good, again. Jes) A-24-773. 

lOCATING CXJ.M>N GROOND AND AMBIGUI'IY 

In the first Act-Play, the section "Emerging Pattems Of Process" 

began with the heading "IDeating Common Ground". '!bat segment was 

concerned less with a chronolCXJY of when precisely people said or did 

sanething than it was concerned with themes of meaning in group 

members 1 dh;cnssions. OlronolCXJY was provided in tenns of 

representing shifts in shapes of group members' interactions. 'lhemes 
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in participants' disaJSSions were followed with descriptions of 

members' paradigmatic am breakin;J point actions in that section of 

the first Act-Play. 

In contrast, this stage began with the sourxi of rushing rapids -

a series of group members' experienced breakin;J points durin;] the 

first b¥o meetirgs. 'lbat description was followed by descriptions of 

shifti.n:J shapes in group members' interactions to actirg durirg the 

all-day workshop. 

'!he selected fonn of representation for this segment has been 

based on the nature of group members • interactions. When in one set 

of interactions group members' meaning were drastically affected by a 

series of c:han;Jirg shapes in their interactions, chronology became 

crucial. 

Linear insistence as a quality has been both of assistance to am 

a limitation of chronology. A chronology tends to rely on specific 

attribution of significance. One usually follows specific events to 

"their" conclusion. As such, chronology may be prone to a narrow 

causality. Relyirg solely on a chronological fonnat of representation 

has becane troublin;J since I have come to unierstan:i c:han;Je as group 

members' shiftirg am emergirg meanings not always held conuoonly. 

Lest the previous outlines have dieted away the richness of group 

members' interactions, this segment retums briefly to the same three 

meetings. It now reviews thematic elements in group members' 

dj saJSSions through which were coiled group members' actirg, 

paradigmatic actions, am breakin;J point actions. 
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Group Members' Discussion And Exchanges 

'!his segment strives to present herein those meanings which group -

nenbers came to hold in ccmta1 through discussion. Differirg 

assuuptions group nembers carried an:i which were exposed through their 

dj scussion are also described. '!his represents an overview. Since 

data has been quoted too:re extensively in other segrrents, quotations 

have been limited to one or two as samples in each area. 

a) Sharinct Infonnation About Prior Meetings 

1he August fourteenth an:i eighteenth meeting were two of a few 

instances wherein group members began a meeting with an "update" of 

past meetings. 1he update came in the fonn of responses to questions 

fran members who had been absent fran past meetings: 

- cause I missed the last two meetings I have no idea. 
Lyl) A-14-294. 

- So what happened the other day? cam) We talked. Eil) A-18-471. 

On other ocx::asions, group members appeared to obtain infonna.tion 

of this type through infonna.l discussion or they silnply tried to 

reconstruct what had happened based on references and chan:Jes in 

direction at the meetirg they were currently attending. 

b) Exchanging Concerns Of An Administrative Nature 

In tenns of administratively oriented concerns, one particular 

matter seemed to resurface several times. Group members appeared to 

have too:re than one perspective on the question of who else would 

become involved in the project. 
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- So maybe she's still caning then. I didn't get a dlance to make 
all those Plane calls, but I still will. Eileen suggested to go 
through ani call the membership. Divvy out two pages each. Jes) 
A-14-289. 

- I went ani comered Helen today. Arrl uh, "Do you want to be 
involved at all in this production or not. Tell me yes or no, 
rDill. After September one if I have a task will you do it?" "Yes 
I will! II Ann) A-14-290. 

- '!his production, she • s too late. (Sane backg:rour'rl noise 
suggestin; people shifting. I interpreted this at the time as a 
reaction of sw:prise fran sane group members.] If she hasn •t 
been in on the g:r:ouniwork or what not - I can • t see people 
caning in at the end of September ani sayjn;, "SUre you got the 
play ready I'll act in it. It isn't goin; to happen that way. 
Participant) A-14-292. 

-until we know if we have these other people, we're countin; on 
Buddha in the air, right now. Ann) A-14-398. 

'!his arose again, this time related to advertisin; the all-day 

workshop: 

-Jessie, who should I phone? Eil) Evecybody that's on that list. 
Jes) Did I say sanethirg wron;;? Jes) No. Jim just assumed ani Jim 
feels ani I never thought of it. • • '!hat I should be phoning 
everybody in the club. Eil) sure. Arrl I think you should also be 
sticking an ad in the paper. cam) • • • If you get them out ani get 
them interested ani you make them have a gocxi time, they'll stick 
arourxi. Jim) A-18-558. 

I observed a distinct shift in group members' approaches to 

administratively oriented activities between the meetings I've 

described as the first ani secorxi stage. In the secon:i stage, by the 

third meetin:;J these kiros of discussions ani related activities were a 

part of the fonnal meetings far less frequently. '!hey were still 

dj SOJSSed at the beginning of meetings ani sanetimes at the end, but 

generally, there was less discussion of them. 'Ihis may have been due, 

in large part, to the described breaking point mainly pranpted by one 

group member durin; the August fourteenth meetin;. 
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c) Exdlangi.rg Infonnation With Respect To Researril 

In the meetin;;Js of the first stage, a pattem e.rnexged of 

participants' sharing research through discussion. '!bat pattem of 

sharing infonnation unc:x:.wered through research continued to e.rnexge 

through this stage. Specific to these first two stages was the 

additional element of discussing "the researcher' s 11 reaction to the 

infonnation. 

D.lring these meetings there was a distinct change. When group 

members' shared infonnation it was no longer with an intentional focus 

to di solSS. 'lhrough the breaking point meetings an:i the all -day 

workshop group members • focus had shifted to acting an:i to detemining 

process. HCMeVer, alnDSt as though by ritual, because this had been a 

prior focus, group members respected an:i shared in "going off" the 

topic in this manner. 

'lhese "deviations" fran the topic were not lengthy. '!heir 

discussion would soon return to the original focus. Shifts of this 

nature came less abruptly in group members • meetings of this stage 

than such shifts had care, particularly in the final meeting of the 

first stage. 

As described previously, an additional shift during this period 

also appeared in the nature of infonnation shared. Infonnation fran 

sane was much more in the vein suggested by cam, indicating group 

members' "leanri.ng". It was less oriented to quantitative Jd.OOs of 

facts ani more towards "human drama" even when rnnnbers or dates were 

involved: 
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- One t:h.in:J that struck me was horN many children died of 
pneunada... I don't necessarily mean really historical facts. I 
started to write those down am then got away fran it ••• Hmnan 
drana people recorded. Ann) A-14-322. 

-'!he youn;Jer people can try to imagine what it was like ••• leaving 
it up to them. - What I want there is for him to physically leap 
up fran table hugging am kissin' ••. Ani in that particular year' 
stem's crop came in at fifty-two bushels to the acre, one 
h1.Jnjred acres planted. He made a fortune! Eil) A-14-341. 

d) Exchanging Ideas About Group Identity. and Personal Infonnation 

Dlring the first stage, as previously irxiicated, participants 

began to share with others infonnation of a personal nature. 

Discussions durirg which they shared infonnation of a more personal 

nature terrled to take place when participants were in smaller groups, 

at the beginning or ern of meetings in their meetings of the first 

stage. Occasionally, durirg a fonnal meetirg, when group members were 

in the full throes of shiftirg between "paradigms" arrl seemed to have 

cane to a halt, a disciSSion of this type would be started by a 

"casual" remark. 

'lhroughout this secord stage group members continued to engage in 

these k:in3s of dj srussions before and after meetings. In the course 

of the fonnal, large group meetings, however, this personal sharing 

began to take the fonn of a brief remark, or a "tease" between, for 

exanple, one participant and another. However, during this stage 

group members' references to personal matters were still relatively 

rare. '!hose who did make these k:in3s of remarks tended to also lead 

dj scussion and make suggestions, generally. 

One exanple of this was Anna • s sto:cy of Jim movirg her chair away 

by accident durirg the August first meeting at her house. Apparently, 
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he had not known that it was ''her chair". Moreover, he had not known 

that she was about to sit down in it. Jim noved the chair. Anna did 

not look before she sat down ani consequently fell in the space where 

the chair had been. 'Ibis is har1 she described the incident: 

- I went down like a load of bricks. I threw him a glance that 
'WOUld •ve creamed anyone of lesser stature. '!hen it ocx:urred to 
me. Ann) [I inferred fran this that she meant she had come to 
realize that Jim had not done this on purpose.] First I looked at 
Anna ani thought, "Oh no". '!hen I looked at Jim ani went "Oh 
no". cause he looked like he was about to cry. Jes) [Group 
members laugh. ] Am after she had gunned him off for a little 
while everyone was reasonably okay. '!ben it was funny. 
Eil) A-14-462. 

A secon:i exmrple of these more personal references emergirg 

between members in these meetirgs, comes in the fonn of a "tease" fran 

one participant to another: 

- We do this every meetirg. I cane here full of concerns, by the 
ern of the time I'm sayirg, I •m so excited." Participant) [A 
secorxi participant interrupts. ] "Let's go to the bar. " ('!be 
secon:i participant interrls to finish the first participant 1 s 
original statement, completi.rg the phrase, "by the ern of the 
time I'm sayirg ••• ". ] 'nlat 1 s what you do usually, really. 
A-14-457. 

In addition to these brief windows of "the personal" durirg meetings, 

cam structured one of the theatre exercises so that participants would 

fonnally share more about themselves. 

cam included in the all-day workshop an exercise previous 

described conceming "objects of the past". He asked group members 

to bri.rg a historical object to the afternoon session of the workshop. 

'!hey were to describe the object ani why it was meaningful for them. 

In this manner he placed at least partial erphasis on sharirg personal 

experience. 
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'!his exercise succeeded in providing group members with the JOOSt 

focused ~ty ·durinJ the project to share stories am 

descriptions of their am connections to the past. '!hey proceeded to 

take advantage of this opporb.mity. Many of their statements durinJ 

the exercise have been recorded in a prior segment describinJ the 

exercise. 

- Arxi then I felt real sad because everybody else had personal 
t:hi.rgs am that wasn't personal cause I wasn't bo:m. So I had 
to go hane am get a personal thi.rg. '!his butterknife that my 
granjloother gave me. A-24-598. 

Follc:MinJ Jessie's statements, Allie produced a fox fur. She 

caressed the fur all the while she was explaining heM she had cane by 

it. Her grarrlfather was a trapper. She had discovered the fox dyirg 

in a trap. So she had shot it to put it out of its misery. 

- I shot it. I skinned it. But I can't bear to cut it up because 
it might hurt it. [Allie refers to cutting up the fur to use 
the pieces for trim, or mitts. She speaks of this as an odd 
contradiction of which she is aware.] Allie) A-24-610. 
[Paraphrased. ] 

On the day of the workshop, I also observed in sane instances, 

c.banJes in relationships. For example, Jessie did not know Jay before 

the beginnirg of the workshop. However, they worked together all 

aftemoon an:i eveni.rg to develop the train station scene. Toward the 

en:i of supper break, Jessie "teased" Jay: 

- Nuggets. I saw you eating them thar nuggets. Jes) I asked 
people if saneone wanted them. Jay) Didn't ask me. Jes) Why 
didn't you force yourself to say, "Hey give me sane". Jay) 
Well, cause I didn't know you then and I was trying to be 
polite, but next time, oh... Jes) A-24-669-70. 

651 



She has in:licated in this statement that the relationship has ~ed 

in half a day. By the em of the day they were referring to each 

other by their characters' names. 

-'!hat's not true John. Jes) [She is speaking to Jay, using his 
character's name.] Okay SUe. Jay) [He roN refers to Jessie by her 
character's name. ] 
A-24-768. 

e) Exdlangina Ideas About '!he Shape and Specific Content Of '!he Play 

'!he first Act-Play suggested that a pattern emerged in group 

members' frequent di SOJSSions of the shape and content of "the play". 

In the first two meetings of this stage group members continued to 

di SOJSS possible shape and content of "the play". '!here was, however, 

a discernible shift emerging in group members' interactions comprising 

these mee~. 

'!he suggested content appeared to move more closely to cam's 

descriptions of theatre as "needing a focus for tension" and being 

concezned with ''personal history" and meaning. '!he data provided with 

respect to shifts in research content substantiates this ~e. When 

asked specifically about content of the play, nany group members 

emphasized similar elements: 

- I think we have to stir up the memories that they're look.irq for. 
Get a lot of feelings stirring in the audience ••• a lot of mixed 
em:>tions. I'd like to see it be a really emotional play. Lyl) 
A-14-323. 

- It's a big important thing cause he just broke his fifteen acres 
and he 1 s going to get his hanestead. '!hat 1 s what we want to 
:inpart to the audience, the excitement of what's happened there. 
Eil) A-14-340. 

- I think we really have to get the people and the emotional ••• 
Like the sadness. But, also, like the happiness too. 
Deb) A-14-345. 
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In addition to a shift in the group. members' ideas about content, 

there was a shift in the fonn of discussion. Group members were nuch 

100re methodical about discoveri.rg what each tre.mber wished to have as 

content ani focus for the play. 

With respect to the shape of the play, there was also a shift to 

the extent that group members appeared to have reached 100re of a 

consensus that cam would have a large part in fonnulatirg the play's 

shape. 

- On SUn:lay we give all of this to cam. see how he wants to work 
into it. Ann) A-14-389. 

'!his meant that the shape of the presentation was not an element nuch 

disoJSSed durin; this set of fonnal meeti.rgs. 

f) Exchanging Ideas of Process 

Group members' experience with "process" duri.rg this stage 

primarily came in two "shapes" as previously described, through their 

breakirg point actions ani their actin;. To avoid reiteratirg that 

data, this segment emphasizes a few "loose" ends in group members' 

interchanges conceming their process. Consideration of their "loose 

ends" is i.nten:led to corrvey assumptions group members raised which 

were only partially clarified through their interactions. 

For exanple, in tenns of administration, although the producer 

stated that she would take over all administrative tasks ani 

decision-making, few details were provided at the time. Given 

apparent ambiguity group members were experienci.rg about this unique 

process in which they were engaged, this amounted to a loose em. one 
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person suggested that Eileen might consult the "dcx::ument on roles arxi 

responsibilities of a producer'' (see Apperxlices, Section One) • She 

also suggested that if sanething was not clear in that document, 

Eileen could brirg it back to the group. However, this process of 

''brirgirg back to the group" was never clarified fonnally. 

Another "loose ern" arose out of an emerging question conceming 

different mdes of actirg. Dlrirg this period, many group members 

iniicated reluctance to act before an audience as either objects, or 

without props. 

In response, cam raised distinctions between activities intemal 

to the group as part of their developmental process, arxi activities 

extenlal to the group, those perfonned for an audience. However, 

details of what would be acted and what would not, other 1:han acting 

as an object, was not thoroughly discussed. 'Ihis left group members 

with varying levels of anxiety. 

One additional "loose ern" which arose fran discussions in these 

meetirgs must be noted. Responses to whether there would be a script 

or not "fluctuated" durirg this stage, lending an air of uncertainty 

to process. 

In sununary, group members' breaking point actions resulted in 

confrontation concerning their most inunediate concerns related to 

several issues. In these instances, urgency praooted group members' 

attempts at quick resolution. '!here was one main disadvantage to 

seeking swift resolution. SUch response led to extremely limited 
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exploration concemin;J what were various key elements in group 

members' oonce:rns. Shades of variation in group members' assunptions 

were to be discovered through later breakirg points. 

Grom Members' Emergina Ani Reemerging Ambiguities 

Group members' JOOSt pressing ambiguities were descrihed in 

breakirg point shapes. Sane of those which emerged through less 

intense means have been descrihed in the prior segment "IDeating 

camoon G:rourxi Ani Ambiguities". For purposes of comparison between 

stages, a list has been provided of the large nmnber of areas about 

which group members expressed a sense of ambiguity in the first 

meetings I atterrled. 

- Who IS in the group? - What fonn will this take? 
- Who's making decisions? - What content? 
- Should we have an expert? 
- Who's supposed to be doing what? 

- What timeframe are we usirg? 
- What k.ind of sets do we need? 

- How do we do this? -Where do we meet? 
- Where do we start? - What about funding? 

'1his list is a cumulative one based on concerns expressed by group 

members prior to an:i including the August first meeting up until "the 

breakirg point". 

Based on data analysis, a list of group members' ambiguities 

was generated for this period. If such a list had existed for group 

members, it might have looked like this at the end of their 

interactions of this stage: 

-Who's in the group? 

'1his was still very much at the forefront of discussion, although 

a few other concerns appeared to take precedence over it. Durirg the 
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first two tneetin;Js this issue surfaced in tenns of djsalSSions 

concemi.rg administrative :roles arrl toore particularly, in tenns of 

concems about sufficient people to do the work required for this 

presentation. It also surfaced in tenns of whom to contact for the 

'WOrkshop. 

With the all-day 'WOrkshop, group members appearej to experience 

sane closure on who would be in "the group". Although eventually toore 

people would becxJme involved in the project, arrl sane would "leave", 

group members seemed to have begun to develop a sense of a "core" or 

working group. 

'!his may have resulted primarily from two particular events. 

First, they may have developed this sense from the meeting in which 

they had made ccmni'bnents to act, while Eileen took on administrative 

tasks. In addition, the concrete experience of watching each other 

take on :roles during the all-day workshop may have also given them a 

sense of group. 

- Who's making decisions? 

'!his question became very nuch linked with ''what fonn will the 

play take?" arrl ''who's doing what?" In this sense, the number of 

questions was being reduced. 

- Should we have an expert? 

'!his initially fanned a pointed subquestion of ''who's making 

decisions". As i.nlicated in "SUstained Uncertainty" at this point 

group members had implicitly accepted cam in the :role of expert. '!hat 
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· larger question faded, but more specific questions about his role 

still hovered. 'lhese included questions about his control in 

decision-makin.;J apart fran makin.;J expert suggestions. 

- Who's supposed to be doing what? 

'!his questiat seems to have fallen into the backgrouni duri.rg the 

first breakin:J point, to emerge as a secord breaking point regardi.rq 

group members. limited tilre commitments. 

- How do we do this? 

'!his question was de-emphasized in group members 1 interactions 

sane senses by in'plicitly accepting cam in the role of director. In 

sane ways the question was very much alive, but "folded into" other 

cxmcems in'plyi.rg an overall reduction of ambiguity. '!his question 

reemerged duri.rg group members 1 in'provisational work. 

- Where do we start? 

A start had been made, even if it is not one with which all group 

members were happy. '!his concern was also "reduced" by being shifted 

into or folded over into other extant ambiguities. 

- What fonn will this take? 

Dlri.rg the first series of breaking points this question was very 

much at the forefront for group members, squeezi.rg out JOOSt other 

ambiguities. '!his provided a limited kind of certainty, arguably. 

- What content? 

'!his was also at the forefront of group members 1 concerns during 

the first breaking point of August fourteenth. However, by the middle 

of the first meeti.rg in this "stage" there appeared to be sufficient 

consensus that some of their sense of ambiguity had passed as a result 
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of cam•s mini-lectures about what constituted theatre. '!his ambiguity 

:ree.met:ged, folded into group members' questions concerning how to 

improvise. 

- What timeframe are we using? 

'!his appeared to be canbined with a general concern for group 

members in tenns of "acting". 

- What kind of sets do we need? 

n.n:i~g group members • initial brealdn:J point this was front am 

centre of their expressed concems. However, this also became folded 

in with other ambiguities concerning improvisational process. 

- Where do we meet? 

'!his was no longer ambiguous. 'lhe theatre was booked. '!his 

question no longer existed on their camoon list of ambiguity. 

- What about funding? 

'!his ostensibly stopped being a concern at this point. Group 

members did not raise the subject again at another fonnal meeting. 

Their list was shorter by this question as well. 

Although very few additional concems were raised by group 

members during this time, one person raised two specific questions: 

-When am how often was the group expected to meet in future? How 

nudl of a time commitment would be required? 

- How many will be acting in the play? 

'lhese questions were raised early in this stage in the context of 

consideril'g various roles am time commitment. 'lhe questions received 

a concrete response fran the producer am did not resurface for 

several meetings. Prior to concluding the "Emerging Patterns Of 
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Process" section, there is one more important reference to group 

meni:lers' shi~ shapes. 

EMER:mC PA'ITERNS REIATED '10 AMBIGUI'IY AND PARADIGMATIC ACI'IONS 

In the first stage, group members' constant shi~ in search of 

an approach to create a play suggested through data analysis the 

double helix metaphor. In the first Act-Play, participants' 

paradigmatic actions were described as related to a dual set of their 

responses. 'lhe section suggested that strong tension existed between 

"the helixes" or paradigmatic responses implicit in members' shifts. 

In contrast, group members' activities during these August 

meetings could no longer be characterized as constantly shifting. An 

abrupt quality associated with their shifting in tenns of both content 

of concen1 am approach to dealing with particular concems suddenly 

ceased. 

Tension Between 'Ihe Two Helixes 

A decrease in group members' shifts back am forth from a "get 

sanething concrete" approach to a "go with it" approach suggested a 

substantial change. New pattems emerged through data. 

nn:ing these meetings group members continued to use these two 

different approaches. One member articulated her experience of the 

two approaches. She also expressed her experience of a tension 

between the two. She did so in an attenpt to describe a breaking 

point to cam: 
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- '!he t.h.in; at Anna's was magnificent ani we realized the goodness 
of it ani heM useful it is, but the fear is if we don't do 
sanethirg llOW', we're not going to get anything done ••• · As we 
talked we were sayirg we need those exercises but we have to 
start doirg sanethirg. So it went right to the other extreme of 
the concreteness. Jes) You're just really bare naked up there 
without anything, a room. It is lack of confidence. 
Ell) A-18-504. 

Despite this description of experienced tension between the two 

approaches group members appeared to experience less tension between 

them durirg the three meetirgs. 'lhey appeared to use them for 100re 

sustained periods of time ani for discrete purposes. 'lhe following 

are overviews of emezgirg patterns regarding these meetirgs. Helixes 

seem to have provided what was needed when sought after during this 

stage. 

- Pattern Internal To Meetings: 

Data analysis irrlicates that group members only shifted abruptly 

once between "go with it" and "concrete" approaches. D.lrirg the 

August fourteenth meetirg virtually all group members' actions were 

directed towards obtaining "concrete" criteria through a rourrl table 

dj soJSSion. Irrlividuals descr.ibed their expectations regarding the 

play ani its content. 

SUddenly, however, in the last portion of the meeting several 

group members decided to "go with it". To portray an improvisational 

process to other group members, three members got up and improvised a 

scene based on an 1915 newspaper advertisement, "Pink Pills For Pale 

People". 

D.lring the August eighteenth meeting members had "concrete" 

discussion with cam raisirg concerns about role clarification, arrl 
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content clarification. In contrast the August twenty-fourth meetin; 

group members decidedly used a "go with it" approach in the all day 

actin;J workshop. 

- Pattern Unfolding For Entire Meeting: 

Except for the August fourteenth meetin;, with whatever approach 

group members began, that was the approach with which they enied their 

meeting. 

- Pattems Describim Changes In Meetings over Time: 

'!he JOOSt striki.n;J pattern in tenns of changes from one meeting to 

the next is rooted in group members between meetings reconstruction. 

'!heir struggle with internalization of meanings between meetings, 

resulting in infonnal diSOJSSion ani dissonance is particularly 

manifest in their breaking point meetings. 

Despite these changes of meaning for group members from the en:l 

of one meetirg to the beginning of the next, with respect to their 

paradigmatic responses, group members appeared to be maintaining both 

strams of the helix ani they seemed to be usirg these responses to 

better advantage. Absence of abrupt shiftirg from one response to the 

other suggested ITOre of a sense of meshing their two responses rather 

than tension arisirg fran havirg "alternative" responses. 

In the first stage, data analysis posited that there was a 

discemible problem for group members in attenptirg to use both 

helixes. In this secon:l stage, by the nature of concerns ani 

questions raised by group members, any problems they were havin; in 

tenns of tension between when to use one of their responses were 

. 
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As their tension between helix-responses diminished, an 

associated tension diminished as well. Based on data analysis, the 

study posits that this associated tension was linked with problems of 

ambiguity related to f\n'x1amental. premises about "theatre". As 

participants began to cane to tenns with ambiguities in their 

in:lividually held paradigms of "theatre", as they began to develop a 

paradigm in COI'l'IOOtl, their paradigmatic responses became more 

consistent. For example, improvisation provided a meaning-in-action 

hane for their ''go with it" approach. 

Developing a more ccmoonly held paradigm of theatre was to 

continue to cc:xrpel group members as a tacit task until the project 

concluded. Another perspective on this development may be observed in 

"Emerging stnlcture". 

EMERGING S'IRUCIURE 

'1his section continues to define "structure" as parts of the whole. 

However, the equivalent section in "SUstained Uncertainty" dealt 

primarily with participants' starting points. In this secom 

Act-Play, their sense of structure is in:licated in tenns of change 

emerging for group members through their ongoing interactions. In 

that sense, this section represents more fluidity than the parallel 

section in the first Act-Play, "SUstained Uncertainty". 
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ruring the first two sets of meetings group members raised one 

question through many different questions: Who was in the group? '!his 

question had many implications, a few of which may be perceived 

through the study' s efforts to record dlanges to "the group". - Who 

~d join the group, am who would no longer be in the group at the 

close of the project affected dlanges in the parts of the whole. 

a) 'lheatre Club Structure 

'!his was the last period of time when group members looked to the 

theatre club as yielding up more researchers am actors. Some 

continued, however, to think of the club as a resavoir for 

administrative, back stage assistance. 

- OUr armual meeting is September 6th. Members can do the leg 
work. Arm) A-14-398. 

b) Internal and External Structure 

ruring this stage group members began to develop a nuch stronger 

sense of group entity as described in "Emer:ging Patterns Of Process". 

Meaning arising from this had implications for many participants in 

tents of structure. 

Same group members began to develop a sense of actions 

appropriate within the group ani group actions appropriate for 

presentation to the extenlal, the canmunity as audience. 

-We feel like we're on thin ice. We screw up and we've lost the 
support of the camnunity. We •ve played this thing up ani. • • '!his 
probably not true but we feel that way. Eil) I feel like Anna, 
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the ~-wort of the group. Jes) "Oh I feel so nuch better now. 
I really needed to cane to this meeting tonight." [Eileen 
imitatirg Anna.] Eil) A-18-530. 

Sanewhat ironically 1 cam was one of the first to express at a formal 

meetin:J after the study began a distinction between "internal" arxi 

"external" stn1cture related to the group. 'Ihis is ironic because one 

of the few manifestations of participants 1 first sense of internal arxi 

external stn1cture may be observed in their concen1 with cam as an 

"outside" director. He was 1 however 1 fran outside the cc:mnunity in 

their early demarcations. 

Participants 1 own sense of internal arxi external structure 

developirg toward the en:i of this stage was evident in tenns of 

emerging process for creating the play. Emerging roles 1 an emerqirg 

lexicon arxi particularly in breaking point expressions 1 group members 

appeared to begin to make this structural distinction. However 1 these 

distinctions were not articulated by many group members until they had 

experienced other changes. 

At the workshop it was assumed that improvisations were not for 

"perfonnance" 1 not to be done for the cc:mnunity. '!hey could play ani 

explore with the corrlition that these actions were internal to the 

group. In this sense a "ludic" quality was linked for sane with 

actions beirg "internal" to the group. 

c) 

'Ihis 

segment notes sane of these changes. 
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Familial Relationships: 

'!he majority of members comprising the group prior to the 

workshop were married an:i alJoost half had children. However, the 'blo 

who became part of the group duri.rg the workshop were both si.rgle. 

'Ibis altered the balance by doubli.rg the number of si.rgle people 

involved with the project at that time. 

Gerx:ler Groupings: 

'!he workshop brought two nore men to "the group". One, however, 

would eventually work on lighti.n; an:l sourxi. Despite their presence, 

there was still a difference in balance with four men, five including 

cam (three acting) • '!he group included nine women, ten including the 

participant absel:ver (eight acti.rg) • 

Balance between the rnnnber of men arrl women was significant not 

only in terms of interactions among them. '!he number of men available 

to act affected theatrical oontent urrlertaken by the group: 

- In JanuaJ:y of that year the Goetheim Amateur Dramatic Society 
made its debut. I, at one point was getti.rg - I thought, ''Why 
don •t we just chuck this whole heritage play, get a c::x>py of the 
one they did in 1915 an:l put that thi.rg on. Except there were 
five men in that. 
Arm) A-14-383. 

Generally, group members experienced this as a sufficiently serious 

problem to provoke discussion about wanen playing men's roles. 

- can I be both a man an:l a wanan? Jes) [others laugh. ] Okay. Eil) 
No you cannot be a man. Arm) A-14-438. 
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OCCUpation Arrl Aae 

'Ibe two men who became members of the group durirg the workshop 

were less than twenty-four. 'Ibis shifted the average age frau early 

thirties to late twenties. 'lhe addition of the two added to diversity 

of occupation anon; group members, one I'lCJYI beirg a rmiversity student. 

However, the secom participant had the same work place as a lorg tenn 

group member. Both worked with agricultural inplements. 

SUb:goup Orientation To 'Ihe 'Iheatre-Group: 

One of the joining members viewed himself as a "serious actor" in 

tenns of theatre. 'Ibis brought a slight shift. 'nlere was now JlX)re 

balance between subgroups with differirg orientations to the 

theatre group. Given the breaking point meetings am the theatre 

workshop, however, members of these subgroups began to draw together 

in their orientation. 

rata analysis of the first few meetings has posited in the first 

Act-Play that group members view of the community as audience was 

initially relatively homogeneous. 'Ibis began to change as they 

struggled with the daninant question of their second breaking point 

meetirg. '!hat is, whether the source of their "difficulty" in wishing 

to abstain frau theatre without props was attributable to a sense of 

"them", their c:::c:Jll'IIOC)nly developirg view of the comrmmity as l.mreCeP'tive 

to the new, or "us" in the fonn of group members lacking confidence. 

'Ibis issue was never utterly resolved. '!he fifth Act-Play indicates 

that group members were still strugglirg with this in interviews after 

the project concluded. 
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Dlrin;J this time, group members began to recognize other subgroup 

orientation with the group. At least two group members experienced 

and felt sufficiently canfortable to openly recognize differences in 

their perceptual st:artirg points: 

- See, when Eileen and I were talking about. • • she foun:i all the 
axe nm:de:rers she could. I wasn't looking for that stuff. So I 
got, "Pale? Sickly?". "Pink Pills For Pale People." Ann) 
A-14-366. 

- You ki'la«, I think you can tell mre about people by what they all 
cane back with fran rea~ the Jomnal. Joy) A-14-367. 

-Anna and I talked for about an hour on the phone that night. I 
:read carpletely different and entirely different t:h.i.rqs. I never 
saw what she foun:i. She didn 1 t see what I foun:i. Evel:ybody 
brirgs their own... Eil) what your notion is when I walked in 
there. Like I was obviously interested in firxiing the "Pink 
Pills For Pale People". Ann) A-14-373. 

'1hese differences in startin;J point may have been related to 

subgroup orientation to theatre-group. Data studied, however, did 

not partio.:U.arly support such an inteJ:pretation. For example, the 

difference in research starting points may be based in part on these 

two members 1 different inteJ:pretations of cam 1 s statements co~ 

the content of theatre. 

EMERGING ROIES 

'"'heatre" continued to be at the forefront of participants' 

interests and COncenlS during this set of meetin;Js. '!his segment 

reflects their interest and concern. 
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a) Emet:girg 'lheatre Roles 

In this stage new roles did not elllEm:Je so mudl as group members 

refined through their disrussion those roles whim had been 

established to sane extent in group members' prior interactions. 

'!his process of refinement took place throughout all meetirgs of this 

stage. Fach role was redefined either explicitly or tacitly in group 

members' interactions during this time. 

Since group members' roles were interactive, sanetimes several 

were refined ooncurrently through one di scnssion. A chronological 

description is not quite possible for this reason. '!his begins with 

the two roles about which group members expressed most urgent concem. 

1) Emerning Refinements Of Director's Role 

cam•s role was discussed both directly am indirectly in group 

members' conversations. Group members discussed his role i.ndirectly 

in tenns of whether he had authority to require then to act, for 

exanple, as a tree. '!he issue of whose role it was to decide on 

fonnat am content was at issue. '!his issue resurfaced throughout the 

project. '!he role shifted fran one meeting to the next in this 

period. D.lring the first "breaking point meeting" group members 

appeared to have thought of cam as a technical expert - almost as an 

editor. 

- On SUrXIay we give all of this to cam. See how he wants to work 
into it. Ann) A-14-389. 

At this point group members' discussions of cam•s role frequently 

took the fonn of questions: 
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- Is cam qoin;J to be at every rehearsal? Lyl) A-14-405. 
- Not nearly so difficult. Eil) Unless there's sanet:h.in:j we can 

definitely do ani TNOrk on without him. Participant) A-14-445. 

nirin;J the seccni brealdrx.J point meeting group members dj scussed 

with cam their concerns about what he was askirg them to do. 'Ihe list 

they had CXllpiled (on August fourteenth) of "content ani shape" for 

the play was never presented. Eventually, group members inpressed 

upon cam the need to act, to do sanet:h.in:j concrete. 

- I can write a story. But it's not my story ani that's not 
what. • • My jab is to string all of those stories into sane ki.ni 
of cohesive shape. We may not see that shape till the latter 
stages. '!his is not unusual for acy theatrical erneavor, 
includirg the one you guys were involved with the first time. 
cam) A-18-527. 

'nlrough this statement cam was apparently errleavoring to delineate his 

role ani "theirs", ani to irxticate a symbiotic quality to their 

relationships. '!his was consistent with how the producer Eileen had 

described his role in the first brealdrx.J point meeting. 

Group members did not respom directly to his description of 

roles. Instead, they expressed a sense of urgency, however, in doing 

sanet:h.in:j: 

- My god are we actually going to be able to open this play, 
Friday? We want that so badly. Eil) We feel like we're on thin 
ice. We screw up ani we've lost the support of the ccmnunity. 
We've played this t:h.in:j up and ••• nrls probably not true but we 
feel that way. Eil) A-18-530. 

'!heir sense of urgency led cam to do an all day workshop wherein 

he took a highly "directive role" in structuring the event. 

- It's just a concentration exercise. (Circle game) Number off into 
groups. Fini an abject - three in a group. • • Bigger than a bread 
box. • • 'Ihe next part of the assignment is to find ten uses, 
other than what it was intended for ••• Go into the group to 
decide. cam) A-24-562-65. 
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Group nenbers made no protests conce.rnirxJ his directive role on that 

day. 

cam 1 s role emerged, through the breakin:j point meetings arrl the 

all-day TNOrkshop, as having several functions. He gave direction to 

shape group members 1 dramatic experiences by providing a mnnber of 

exercises leading to improvisational work. In this sense he was a 

facilitator or animator. He thus assisted them in creating their 

f0lln3ational theatrical work. He then edited-clirected, made 

suggestions, pranpted them to build on their foundations. 

In addition to his acts of overt direction, for sane, his role 

was simply to act as charismatic anchor, substituting for group entity 

to sane extent: 

- I need your confidence - it rubs off on me. I'm okay again. I 
can see that happening. But as soon as you're gone, cam so is 
that. Ann) A-18-524. 

Her meaning in a subgroup sense (Anna has been described as a "serious 

actor'') was not that of all other group members, however. '!here were 

still sane "rumblings" concerning a need to be indeperrlent in "the 

process". '!hose with more of an organizational orientation spoke in 

those tenns: 

-We don't see the long tenn. Where are we going to get to in the 
ern? '!hat's exactly where we started fran last time. 
Jes) A-18-524. 

'!his seems to have implied a compromise for her at this point. She 

appeared to indicate a willin3ness to submit to cam•s process, if they 

would be provided with an idea of the direction it would take them. 

D.lring the disolSSion on August eighteenth one of the 

organizational people finally made brief reference to a historical 
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tension arocn] group members concerni.rg cam's role: 

-What I'm say~ is you have started to write it. cam) See we qot 
all these ideas together ani did sane t:hi.rgs on our own. Ani all 
of a sudden sanebody just decided, "Okay. Let's sit back ani see 
what cam is go~ to do. '!hat was it. We stopped. Now should we 
or shouldn't we be do~ that. If we want cam to do it, let's do 
it. But we had said fran the outset we wanted to write this 
ourselves. Jim) A-18-535. 

'Ibis series of statements sugg-ested that group members, themselves, 

were responsible for not act~ with JOC)re irrleperdence. Relying on 

Jim IS statement, cam then refocused the question: 

- You're right. - '!he question is JOC)re politic. 'lhe question is, 
''How do we make, what we want to write work?" Arrl part of the 
hesitancy of why you haven't done it is, what you were t:alki.rg 
about earlier, is the confidence of, ''We want to make sure it's 
done right. Ani nobcxiy here has the confidence to say, ''Well I 
know how to do it ani how to do it right. cam) A-18-538. 

Jim • s response was m::>st interesting: 

- '!hat's right. We just don't have that kind of ••• [Eileen 
interrupts Jim say~ "Experience."] • • • expertise. We need that 
crutch. Jim) A-18-541. 

Although agree~ with cam, Jim referred to a tension concerni.rg roles 

represented through his negative use of the word "crutch". 

'Ibis tension aroc>Jl9' group members concerni.rg cam's role was 

described in the first breaking point of the first stage. '!heir 

tension related to the director's role remained "backstage" much of 

the time. '!he all-day act~ workshop was an example of this. 

'lhroughout the project, however, the role of director was shaped 

by when group members • tension concemirg that role was subdued arxi 

when their tension erupted. Even when cam was attempting to alleviate 

group members' anxiety, he was in danger of being perceived by sane as 

stepp~ beyord the role's jurisdiction. Yet, others irrlicated that 
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was precisely what they needed. since group members did not hold in 

CCil'llal a set of values related to the :role of director, ani toore 

particularly, hav~ cam in that :role, the director's :role could not 

be clearly defined for them in terms of their cultural-meaning. 

2) Emerging Refinements Of Producer's Role 

Inte:restin:jly, the producer's :role was not the issue which 

sparked diSOJSSion related to her :role. A question arose as a 

breakin:J point for at least one group member in terms of how many 

other people they might rely on for backstage work. She irxticated in 

this way that group members were still doin:J both administrative ard 

research actin:j :roles. 

'lhe group member offered to take on a specific administrative job 

while irxticatin:J that she did not have time to do both. In order to 

allay her fears ard to make certain that there would be sufficient 

researchers am actors, the producer Eileen responied: 

- What I sort of have to decide to do is, you people who want to be 
on the stage, I'm goin:J to just have to fini a way to take all 
those concerns away fran you. I' 11 hire sanebody, I' 11 scratch 
people off the street. [Her voice is very quiet.] Yes, every 
time we get together we get deflected away fran doirg the play. 
Anything but doirg the play. Joy) A-14-422. 

- It makes sense. 'lhe producer produces. In a professional 
production you're not arguing for your opinion, anynore than 
you're up there sayin:J "I think you're left ann should be ••• " 
Ann) A-14-432. 

'Ihus viewed, the producer was "relievin:J" other group members 

fran the time required to both make "administrative decisions" ard to 

do the chores associated with backstage work. However, fran one 

member there was an irxtication that she assumed a :role ani process had 
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been established for ''producer" in a written record. (See Apperrlices, 

Section One.) '!here was also an iroication in her wo:rds that she did 

not expect to be entirely rem:wecl from all decision-mak.i.rq process: 

- 'Ihe producer, JOOSt of the things are written down. You can 
follC7N them arxi assign them. If you disagree say, ''Hey folks, I 
don •t like the idea of children's matinee. What do you think? 
Yes, yes, no". Go ahead arxi do it. Assign a jab. We don't need 
to sit arwrd arxi roope arxi rehash arxi rehash. Just do it. 
Jes) A-14-430. 

It was t.remerxiously difficult to define any role without a clearer 

sense of what process would be used. '!he role of producer as written 

down was based on a particular paradigm of theatre which did not 

address needs arising out of this stage of the project. 

One task which Eileen , incorporated into her role as producer was 

to represent the group as a liaison with cam. Eileen also attenpted 

to ameliorate group members' anxieties. One instance exemplifying her 

att:enpts to do so may be observed in her suggestion to attempt an 

improvisation so that group members would see "the" process. 

-Now that's what's going to happen. '!hat's how you do it. Eil) 
Yeah, that's how you do it. Jes) '!hat's how it's going to work. 
cam will get us started. so now does everybody feel better? can 
we make this work? Eil) A-14-453. 

Despite agreeing directly or passively to have Eileen make 

administrative decisions on her own, group members were to experience 

cxmfusion on this point in future. 

3) Emerging Refinements Of Actors-Researchers Role 
(Emerging As separate Fran Administrative, Back-stage Work) 

As the producer's role became refined it was separated, at least 

c:xnceptually, fran researchers' arxi actors' roles. It took several 
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too:re steps, however, to distin;uish the producer's role fran the 

acto:rs-J:eSearehers 1 roles. '!he first step took the fonn of 

det:ermini1g who would act. 

Described in a previous segment, Eileen as producer asked each 

person present at the August fourteenth meeting whether they would 

act. Asking group members in that manner, to sane extent she 

intimated that this was the preferred course. At the time her own 

daughter was the only one of the group, other than Eileen, to i.nticate 

she 'WOUld not act in the production: 

- Debbie are you going to be on stage? Eil) No. [Deb whispers 
this.] A-14-411. 

By creating a list of people who would act, Eileen acquired sane 

fonnal ccmniblelt fran group members am thereby sanething concrete 

had been established. In addition, this process virtually drew an 

either or line; two subgroups had been created, "producin;J" or acting. 

Debbie 1 s position as the only one not fittin;J into either categocy, 

was sinply urrlefined at that point. 

labelling roles was one action. Detenn:ining details or nuances 

of their interaction required considerably more. For purposes of this 

segment there was one particularly significant inplication of this 

stated division of roles. 'Ihat is, actors-researchers would have to 

IOOdi.fy the focus of their interactions since little distinction had 

been made aiOOn:J any roles thus far in the project. 

'lbeir roles had been defined until this time through their 

interactions as ''members of the project". As members of the project 
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they had both assmned a sense of responsibility for all tasks am been 

involved in dj scussions am decision-makin;;J processes for virtually 

all aspects of the project. 

For exanple, although they made the decision as 

actors-researchers not to be involved in administrative tasks dur~ 

the first breakirg point meeti.rq, they continued to "slip into" 

considering such tasks am dj soJSSing process related to them. 

- '!his all has to be brought up then at the general meet~. Arm) 
Actually, I imagine it's sanethinq I decide if it came down to 
that. Eil) A-14-418. ['"!his" referred to whether there would be 
special performances of the play for specific audiences such as 
school children. ] 

-Gosh, we need everybody am more. Jes) Not to be on stage. Arm) 
Oh, not on stage. Jes) '!he more people in perfonnance the better. 
'1he less for the rest of us. Joy) A-14-408. 

turing this stage, in addition to identifying who would take on 

certain roles, process as part of role was also discussed. A theme 

for group members in this diSOJSsion was whether a script would be 

created. Fran one meeting to the next there were shifts concerning 

whether there would be a script: 

- When we're writi.rq it an:i putting it into our OiJll language 
anyway. It's not going to be as difficult to leam your lines. 
Joy) A-14-444. 

-Ani things are going to dlange. Joy) Olarges, yeah. Arm) But we 
are going to have a script. lor) No. [Several voices] A-14-446. 

-We will definitely not be following a script? lor) We don't have 
a scriptwriter. We don •t have time to write a script. We're 
going to be up there doing it. Ann) A-14-448 

A "role" associated with responding to ambiguity in process was 

articulated with the suggestion that the role was "spreading" to 

others: 

- I feel like Anna, the \VOny-wort of the group. Jes) "Oh I feel so 
nuch better now. I really needed to come to this meet~ 
tonight." [Eileen imitat~ Anna.] A-18-530.) 
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A:rx]uably, this ''worry-lNCrt" role might be linked with a group member's 

role generally. Ha-lever, this aspect has been linked with "emerginJ" 

roles of actors specifically, given the need for actors to throw 

themselves into the theatre process, while acting. Uncertainty about 

theatre process 'WOUld be lOOSt manifest for them in terms of the public 

nature of their "acting" interactions. 

'lhis aspect of actors• role emerged in a lOOdified fonn in terms 

of "contingency control" within a later stage of their theatre 

process. At that time the link between actor and this aspect of role 

became nudl clearer. (See the fourth Act-Play, "Contingency Control", 

for additional explication.) 

'nl.eatre process throughout this stage gradually emerged toore 

forcefully at the forefront as an orientation for activities. As 

needs c.cystallized through acting process, those needs drove 

administrative activities. 

-Are we only goin} to be on for an hour? Eil. Minimum. '!here's a 
whole lot of production work that has to go into the rest of 
this. '!hank-you very, very much for today. It was, uh, 
rewanli.rg. I feel really good about it. Exhaustin} but 
rewanll.rg. Jes) Yeah. Jim) We done good again. Jes) A-24-774. 

'!he "Pink Pills" inprovisation and group members' improvisations 

during the all -day workshop c.cystallized group members' experience of 

"anchored anomie". All group members at the workshop eventually 

participated in the exercises leading to improvisations. 'Ibis 

included those who had :in:li.cated they would not be actin}. Although 

all of them did not develop a highly structured sense of their "role" 

in inprovisation, they had begun to develop a sense of process. 

676 



'!he segment, "Io:::atirg Ccmoon Grourrl And Ambiguity" described the 

process whereby group members were asked in at least one of the 

lNOrkshop exercises to share personal or intimate feeli.rgs. rurin;J 

improvisations, they were also asked to search for their own enotional 

response to "the situation". 

- All she has to say is, "Flannel urrletWear". '!hat becomes a 
very personal nanent for you ••• (cam is directin;J Jay in the 
improvisation of the train station scene with Jessie. ] 
cam) A-24-722. 

- D.It what is she doirg? She's hooking up with a Scottish guy so 
she can wird up with a Scottish name. And that's her way of 
numing away. So barq you get her for that. cam) A-24-726. 

Apparently, part of the role of actin;J which emerged from 

"actors" interactions at this time was to attain a "fonnal closeness". 

While actin;J they were to intensively explore arxl share meaning. 

However, when improvisations ceased, most actors initially walked away 

not expectinq to maintain the intensity of relationship. 

In this way, actors were not expected to make long tenn 

ccmni'bnent to specific relationships developed through their actin;J 

interactions, although a few apparently did. '!his will be further 

explored in the next segment. 

4) Role Crystallizations To '!he End Of '!his Stage 

For purposes of comparison with other stages the same fonn of 

summary has been used as that of "SUstained Uncertainty". 'Ihrough 

group members' interactions durin;J this set of meeti.rgs, the followin;J 

role ceystallizations occurred durin;J this stage: 

Producer- (Sole-administrator) -Researcher-Actor-AudiencejResearchers 

Actors-Audience-Won:y-worts;Animator-Director/Participant-observer. 
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In analyzin;J data in this area, what struck me anew about "roles" 

is how subtle an:1 detailed roles may be. 

b) Emerging Leadership. Friendships I "Distance" 

Ieadership in the fonnal meetings shifted, depeming upon who was 

in att.en:lance. Distin± fran earlier meetings, cam generally directed 

the agenja for meetings durin; this stage. In his absence, 

particularly at the first breaking point meeting direction shifted 

fran Eileen to Jessie to Alma. 

- Assign a job. We don't need to sit around and mope an:1 rehash and 
rehash. Just do it. Jes) No, I think that's why as producer I 
should just be taking that over. Eil) A-14-430. -'!hat's his 
job. ron •t worry about it. '!he ideas are all the same t:hirgs we 
talked about tonight. A-14-443. 

D.lrirg this time, legitimacy among group members appeared to 

shift slightly, away fran those who had "expertise" with research, to 

those who excelled at inprovisational theatre ( inprovs) • '!hose who 

displayed sane knowledge of process or who articulated detailed 

analysis were given appreciative attention by other members as well. 

Particularly at the workshop there were two ways of receivin;J 

attention. 

First, participants received attention through other group 

members shc::Mirg signs of appreciation as audience in reaction to an 

improvisation. Generally, group members were quite encouragirg with 

each other, clappin;J and laughing for everyone. However, the 

frequency and intensity of their response varied. 

Secom, group members also made suggestions cx:casionally when 

those doin;J the improvisation were stuck. Not all made these 
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suggestions. Of those making suggestions, sane received toore rapt 

attention to their suggestions than others. For example, group 

ment>ers with a "serious actor'' orientation terrled to be supported in 

this nanner by other members givirg their suggestions due 

consideration. 

An additional sign of legitimacy was associated with ambiguity in 

theatre process. '!hose with legitimacy were generally those with 

sufficient confidence to question am to clarify at least sane of that 

which was ambiguous. 

- I think what would definitely work as a kim of bin:ier twine is, 
uh, a kim of narration, th.irg, who might be a joumalist from 
1915, reads snippits. cam) Arrl what would the narrator be doirg? 
I don't umerstan:i what you're sayirg. Jes) A-24-756. 

'lhus in addition to "serious actors" abta:inin;J recognition from 

other group members, durin] this stage, people still terrled to pay 

heed to those with an organizational orientation. '!his included 

Eileen, as producer. As well, Jessie appeared to have legitimacy, in 

part attributable to her position as president of the theatre club am 

in part attributable to her persistent questionin;J of process. 

- '!hat's h.c:M it's goin;J to work. cam will get us started. So llON 

does everybody feel better? Can we make this work?Eil) You three 
can. I'm not so sure I can. I.or) A-14-453. 

- Not nearly so difficult. Eil) Unless there's saneth.irg we can 
definitely do am work on without him. Jes) A-14-445. 

- Yeah, Jim is good at it. (She was referrirg to his ability to 
inp:rovise. Eil) A-24-622. 

Another factor which intirectl.y influenced group members' 

"legitimacy'' am "leadership" was the meetin] fonnat. For example, at 

the all-day actin] workshop group members broke into small groups to 

work on an improvisation. In smaller groups there were toore 
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opporb.mi.ties to lead. 'Ihrough this process 100re members had an 

opporb.mi.ty to participate in leadership. 

-You're not supposed to tell me that because I'm into my sto:r:y. 
[Anna broke out of inp:rov dialogue to instruct younger actor. '!he 
audience laughed. ] No. She should do that. She's absolutely 
right. Keep goin;J. cam) I don't want to get married. Allie) 
'!hat's exactly -what she's doin;J is right. cam) Okay. I'm 
goin;J this way. Arm) '!hat's fine. You have to go with the flow. 
Play with it. Play it back ard forth. cam) A-24-688. 

In addition to mild shifts in leadership ard legitimacy, group 

members also experienced sane shifts in their relationships. At least 

two sets of i.mi.viduals had begun to develop frieOOshi.ps with other 

members prior to the project or at its inception. However, IOOSt 

members had not developed frieOOshi.ps within the group. 

References to frieOOshi.ps began to emerge within this stage in 

100re abunjance. One cue was group members' references to phone chats. 

A secxni cue which suggested a developin;J sense of relationship was 

one member representing another member's interest in that member's 

absence: "Ienore wants to perfonn." Arm) A-14-434. 

In effect, the all-day acting workshop restructured group 

members' opporb.mi.ty for interaction. It created an abrupt shift. 

People who were unfamiliar with each other were thrown together to 

work intensely. 

- Did we lose Allie? You're in the wrong group. Jes) (Jessie 
talking about Joy] I am not. Joy) You're not with me. Jes) She 
was, too. Mad) Wow! cam) A-24-624. 

-What do you do? Joy) For what? Jes) for a living. Joy) To get 
lOOileY you mean? Jes) To get tooney. Joy) Oh, I work. In this part 
of my like I am teaching special education. Jes) A-24-672. 
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Although group members did not articulate such sentiment data analysis 

suggests that intimacy may have been easier to experience arxi express 

for sane in a smaller group. 

A few began to form friemships out of their shared experiences 

that day. 'Ihey began to fini COll1IOOll groun:1 through the intensity of 

-world.rg' together. One such exanple was previously proffered in a 

prior section. 

- Nuggets. I saw you eating them thar nuggets. Jes) I asked 
people if saneone wanted them. Jay) Why didn •t you force 
yourself, ''Hey give me sane!" Jay) Well, cause I didn't krlatl you 
then arxi I was tt.yin;;J to be polite, but next time, oh ••• 
Jes) A-24-669. 

With respect to difficulties among members, once DDre, at this 

stage data analysis did not reveal strong "distancing" interactions 

moong group members. In terms of where people sat am with whan they 

sat prior to meetings, there were no strong patterns. '!he younger two 

wanen continued to be quite quiet relative to the other members. 

In this segment, el11Em3in;;J roles have been described in terms of 

theatre process primarily. With description of friemships am 

"distances" in group members 1 relationships, the focus has 11¥JVed to 

"group" in the theatre-group tension. In addition to relationships, 

group members 1 interactions suggested an emerging pattem of activity 

gravitatin;;J toward developin;;J a sense of group. 

c) Ritnal Of Humour 

In this stage group members 1 earlier "go with it" responses 

einEm3ed am crystallized into what the. study came to refer to as a 
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"ritual of hUlOOr''. It would appear that group members were able to 

fini application for "go with it" responses in tenns of developin;J a 

sense of group process. In this stage they began to use go with it 

huloor to both ackrlc::7Nledge their ccystallized experience of anxiety an:i 

to alleviate those feelings. 

One fonn of ritual huioour observed through data analysis was 

their "running joke". '!his phrase describes those ocx::asions when 

group members interspersed what became thematic jokes throughout a 

disalSSion. An exanple of a "running joke" has been selected fran the 

first breaking point meet.irq. 

Near the beginning of that first meeting, group members began to 

make a series of jokes about acting as objects despite their very 

strong concem with havin;J to- do such a thing. "Lyle, be a whispering 

pine." Eil) A-14-333. Within ten minutes group members referred again 

to act.in;J as a tree. 

- She'll be a weeping birch in a minute. Eil) Whispering pine, got 
it. Jes) A-14-356. 

About fifteen minutes after the first series of jokes about being 

certain objects, group members began again: 

- I'll be an ox... I was tryin' to fini something to grab onto. 
Joy) Yeah an:i a tree [Eileen says this as Joy is completing her 
last sentence.] A-14-387. 

Group members' ritual of htlllDUr generally reflected a satirical 

quality: 

- I'll think about it tanor.r:cx.t~. Fiddle-dee-dee. Joy) A-14-362. 
['!his reference to Gone With 'Ihe Wini is a suggested erXiiiq for 
the play. It may be as well a reference to group members' process 
an:i progress with work on the play. ] 

682 



d) EmeJ:qing lexicon 

'!he list of words used with llk)re frequency am consistency by 

group members continued to grow durirg this period. Again, the 

following is primarily a sanplirg of the words group members were 

usirg related to theatre process. Words previously noted in the first 

Act-Play, such as ''play", which group members continued to use in a 

similar fashion have not been repeated in this segment. 

"Fun": 

Group members' appeared to associate the word "fun" with 

excitement durirg this series of meetin:]s. '!heir use of "fun" in 

these terms was manifestly linked with a "go with it" approach, with 

exploration. In this vein, some appeared to correlate experiencirg 

fun with a sense of personal accomplishment. 

- '!hat was fun. Okay, well that makes me feel better. Joy) We do 
this every meeting. I come here full of concerns. By the em of 
the time I'm sayirg, "Oh, I'm so excited". Ann) [She laughs.] 
A-14-456. 

Dlrirg this stage group members began to develop a collective 

sense of "group entity". One of the cues which suggested this was an 

emergirg definition of how one acted "internally", within the group 

am what the group did "externally" within the community, for the 

audience. 'Ihe distinction was emphatically linked with "fun": 

- But not for this heritage thing. Jes) Yeah I had fun. Arrl the 
exercises he wanted us to work on afterwards am stuff. I don't 
mini in that kini of situation being a table, or combine. I 
don't think in this situation we could cany it off. 
Ann) A-14-311. 

- You know, if you're going to be a saw, among ourse1 ves, that's 
fine among ourselves. It's a joke, fun. But it does also 
trigger the possibility "If I can do that, I can do other things 
with Ifr:1 body am create another image of this physical presence 
that I have, other than what I am. cam) A-18-497. 
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Interesti.ngly, although group members' use of "fun" carries with 

it a ludic sense, their description was framed more in the personal 

than in a collective sense. '!he previous quotations as well as the 

one which follC7«S suggest the sense of the in:tividual rather than the 

collective. 

- I think it could be fun, like to do several characters. Ani just 
~, like a bunch of little parts. Joy) A-14-437. 

Division between action related to a sense of internal ani 

extemal structure also suggested a "dismissive" quality about fun. 

Although they might "aspire" to fun in:tividually as related to 

self-expression, the collective goal was to engage the audience. 

Paradigmatic striving associated with the goal of theatre to engage 

the audience precluded "self-absozption" of that apparent kin:i. 

- Well people tell stories you remember, they actually embellish it 
to make it a better story. It sounds so much better that you 
don't want to disagree with it. It was not nearly so much fun 
when it happened. Joy) A-24-583. 

Group members appeared to "shift" in am out of expressing fun as a 

predaninant goal. '!his seemed to be related to their struggle with 

developing an "internal" am "extemal" sense of structure. 

''Work": 

Group members' use of the word ''work" in this stage suggested 

that they were beginning to link the word with describing the 

effectiveness of a theatrical piece. Group members appeared to have 

adopted this fran cam although sane of the "serious" in:tividuals may 

have used it initially as well, when not in my presence. 
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- "No, I don't think that's going to work. Jay) You can't see it 
world.rg. Jes) We get in everything. Joy) Yes, but it 1 s not saying 
anythin:J. Jay) A-24-617. · 

WOrk was not used at this time in the sense of contrast with playin:J. 

"Blocks": 

Group members did not use the word block in this set of three 

meeti.n3s. '!hose situations wherein group members eventually began to 

use the word ''block" in the next stage, were simply indicated at this 

point by redirection. '!hat is, they would try something else or in 

the case of improvisations break down into silence. 

- Yes, every time we get together we get deflected away fran doing 
the play. Anyt:hirg but doing the play (laugh) Joy A-14-423. 

"COncrete": 

Group members' use of the word concrete changed over time. 

Initially they used it in tenns of having a script, a product, 

something to show for the time gone by. At this point they seemed to 

be usirg it less in tenns of a concrete object and more in tenns of a 

sense of action. One member described a spect:rum of "concreteness": 

- '!he thing at Anna 1 s was magnificent and we realized the goodness 
of it and how useful it is, but the fear is if we don't do 
sanething l'lOW', we're not goin:J to get anythin:J done... As we 
talked we were sayin:J we need those exercises but we have to 
start doin:J something. So it went right to the other extreme of 
the concreteness. Jes) You're just really bare naked up there 
without anythin:J, a room. It is lack of confidence. 
Eil) A-18-504. 

- let's do it. Get up there. Eil) Exactly. Like last week. Jes) 
do it. Get up there and do sanething. It's so hard for us to 
grasp. 'lhe things you say, we know they're valid. But to 
actually see ourselves doing them... Eil) A-18-506. 

"Rules": 

Not all group members used this word during the project. 

However, a few spoke directly of rules durin:} this and the next stage. 
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Use of the woni provided in:li.cation that sane group members were 

th.inld.rq in terms of stntcture. ('!his statement was made by saneone I 

identified as oriented towards "group" in "theatre-group": 

-We get in everyt:hirg. Joy) Yes, but its not saying anything. Jay) 
Hey, there was no rules • • • Jes) A-24-617. 

'"'heatre": 

In the first Act-Play, group members began to use words 

suggestin;J that they had a sense of different types of theatre. '!hey 

appeared to have sane gradation "skits" being in one part of the 

spectrum ani "plays" being in another. Additional details of sane 

group members' spectrums were revealed during these meetings: 

"Experimental 'lheatre": 

- It's not us t:.akin:.;J a bathe if we want to put on sane experimental 
theatre. Ann) Experimental theatre is a great word. It would be 
marvelous to do. I'd be excited to do it too. But not for this 
heritage thing. Jes) A-14-307-08. 

"Exercise": 

Group members also began to use the word "exercise" to 

distin;uish between different activities in theatre: 

- As we talked we were sayirx.J we need those exercises but we have 
to start doing sanething. Jes) A-18-507. 

"Wing It": 

Several group members had begun to use the phrase, ''Wing it" in 

these first sets of meetings. Based on data analysis the phrase 

appeared to be a parallel "early" expression for "improvise". 

'1he phrase was used throughout the stages more by the men than 

the wanen. '!hey used it on occasion in the vein of a quiet rallying 
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cry to respcni to situations they constnlcted as "go with it". ''We 

don't have a story. We can wing it." Jay) A-24-648. No reference has 

been located in the data to cam•s use of that phrase with group 

members. 

"Perfonnance Ieve1": 

Dlrirg this stage, cam used this expression; group members did 

not: 

- You guys are amazirgly close to perfonnance level on sane stuff. 
cam) A-24-766 

'!he phrase was include:i to provide inclication that group members were 

exposed to Ill:)re than one "spectrum" of theatre through interactions 

am:mg themselves and cam. '!he study assumes that this exposure le:i to 

additional shifts in developirg a commonly held paradigmatic framework 

of "theatre". 

'!his brings to a close the "Emerging Structure" section of the 

secorrl Act-Play. To reenpmsize tremendous movement and charge in 

group members' interactions of this period, the "Emergirg Tempo and 

Rhythm Of Activities" provides another sense of this experience. 

EMERGmG TEMro AND RHY'IHM OF ACI'IVITIES 

'!his stage might be described as a "three piece suite" 

correlative with the three meetings. '!he first piece began with 

string instnnne:nts, a trio, with a pensive theme. '!he theme was taken 

up through slippirg into many little themes with no finn final fonn, 

but nontheless gatherirg momentum. '!his piece conclude:i with a sudden 

burst of exuberant, improvised jazz in contrast with the earlier 
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themes. '!he theme in this instance was the instrumentation. '!he 

same trio which began the piece, enied the piece. 

'!be seconi piece began e:.~er so diminutively, hesitantly, with 

violins :respordin;J to cello. 'Ihemes fran the first piece were 

repeated becan.i.rq clearer am nDre emphatic as they grew in volume. 

'!he teltpo accelerated brirging the piece to a close with full, rich 

ordlestra.tion. 

'!he final piece in the suite conunenced with a quick staccatoed 

3/4 time. '!he piece reflected the exuberance of the earlier theme 

e:.~oked by the jazz trio. '!he opening segment of this final piece 

suggested a shift, shift, shift, sensation - a fast paced, am 

"light" quality. A secom segment suggested anDre sedate pace usirg 

recapitulated themes to build am draw to a .strong close. 

EMERGING aJIJlURA.Ir-MFA 

In relation to other pieces suspended in the Mobile-framework, 

those fashioned for this Act-Play should inspire a little larger, a 

little nDre resonant, a little brighter emanation. Fran px>led 

reflections in the first two meetings to ripplirg waves in their 

exercises am improvisations this time became a watershed experience 

for group members. "Anchored anomie" floats at the centre of the 

Mobile-framework. 

GRaJP MEMBERS' EMERGING CHORD OF aJIJlURA.Ir-MFA 

Unlike other Act-Plays, the title "Anchored Anomie" alludes nDre 

strongly to one specific shape of group members' actions among others 
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which occurred durirg this time. It refers to their experience of 

:inp:rovisational -work including the games ani exercises which led up to 

:inprovisations. '!he breaking point meetings have been included in 

this stage because group members' struggling dj srnssions of theatre 

set the stage for their inprovisations. '!heir perspective at these 

meetirxjs also provides a striking contrast to their acting. 

"Anchored ananie" is interned to describe a series of group 

members' interactions wherein they were given a few rules, asked to be 

creative, ani "set off" to act in whatever manner they chose within 

those relatively scant rules. Placed in high contrast with their 

earlier response to ananic conditions, group members appeared to have 

experienced a considerable shift in meaning. '!heir excitement ani 

hUIOOUr suffused their exdlanges, supplanting their earlier fear ani 

anxiety related to ananie. 

Many group members expressed exhilaration in this opporb.lnity 

despite a m.nnber of uncertain elements involved. It is striking that 

their ananic questions such as ''Where is this leaclinq?" did not 

resurface durirg this time. Neither did they express tre.merrlous 

nervousness about llla1dnj up a story and acting it out. Occasionally 

saneone asked questions in response to cam's brief instructions. Sane 

members expressed momentary uncertainty. But for the most part group 

members "launched" into action as they could not before. 

(Improvisation might be described as "intentional ananie".) 
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GRaJP MEMBERS I EMERGING crM-DNALITY OF MEANING 

In the parallel section of "SUstained Uncertainty" two sets of 

mearrl.n3s were described which group members contributed to their 

prinD:rdial soup. 'Ihe first set were elements of meaning which they 

had experienced prior to joi.nin] the project. A secorrl set of group 

members mearrl.n3s were those which they had experienced as irrlividuals 

in the first meetirgs. 

At the outset, the section irrlicated that those elements of 

meaning on which the study concentrated were those mearrl.n3s group 

members eventually came to experience as holding in camnon. 'Ihese two 

sets merge into one in this section as a reminder of group 

members mearrl.n3s which had emerged prior to this stage. 

a) Group Members 1 Starting Point Of Conunonality 

A growing meaning of "group entity" in the sense of differences 

fran the ccmnunity, had begun to emerge for group members in 

meetirgs of the first stage. Differences in religious emphasis arrl 

willingness to explore and to change were two major distinctions 

between the ccmnunity and themselves which group members came to 

express in the first meetings of the study. 

Despite a growing sense of group entity in terms of contrasting 

the ccmnunity to themselves, a sense of structure to produce a play 

eluded them. To respond to a need for anchoring group members came to 

accept, to some extent, cam's direction as an expert in theatre. 

More specifically they looked for proof of effective action in 

structure, sanething concrete in terms of what would happen on the 
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stage. cam respcn:led with a suggestion for a concrete framework for 

the play • He proposed to nntify a group member IS idea am lJSe "Grace" 

as that framework. 

Group members accepted this suggestion initially as response to 

their immediate needs. However, this resolution of structural 

uncertainty did not cane to terms with their differing assunptions 

about theatre in relation to the community. '!his was to surge forth 

again in this stage at the very first meeting. 

b) Emerging Commonality of CUl tural-Meanincr '1hrough Interactions 

Group members' cultural-meaning as expressed from the first 

breaking point meeting "to the all-day workshop" indicates incredible 

transformation. '!his segment aims to record various c.harges with the 

additional intent of explication. 

Given group members' general COncenl with anomie conditions, am 

intrinsically related to that, given group members' concen1 with how 

they could express themselves in the community, the question is: How 

did they shift from the position of being unwilling to do 

"experimental theatre" to doing improvisation within the space of 

three meetings? 

Group members concluded one meeting (August first) leaving the 

impression that they had accepted cam's direction. '!hey also 

indicated through several interactions that they were satisfied with 

his response to their concern for concreteness, the proposed framework 

for the play. When they met on August fourteenth, however, several 

expressed experiencing extreme concen1 with his proposal. '!hey spoke 
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of realizing between meetings that cam • s suggestion col'lCen'ling the 

format for performance would not be accepted by the community. 

Group members' statements :in:licated that their "cultural-meaning" 

in tents of urgency for sanething concrete had been redirected by 

their "growing cultural -meaning" related to the nature of this 

cxmnunity. 'Itrrough researdl ani discussion they had grown to have a 

c:xmoonly held sense of the community as being uninterested in 

risk-taking, in change. As it has emerged for me through data 

analysis, many members had looked to ''the theatre" as a historically 

acceptable place ani therefore safe place to express oneself in the 

ccmnunity. However, what was being proposed was not "historically 

acceptable" in group members' eyes. 'lheatre meant having props ani 

sets not being the props and sets. 

In accepting cam as an expert of "the" theatre, certain 

assumptions were made about his paradigm. However, his suggested 

course of action ceystallized distinctions between whatever 

c::x:moonality was contained in group members' assumptions and his in 

reference to theatre. 'lhese distinctions were sufficiently troubling 

to sane so that they resisted. 

When cam was· not in att:erXfance during the discussion of August 

fourteenth, group members engaged in the process of clarifying their 

assumptions as a group, thereby, further developing a cultural-meaning 

of theatre among themselves. '!heir meaning was entirely framed in 

tents of: a) What will the audience accept and like? b) What are we 

prepared to do? One group member framed criteria for structural 

action in this way: 
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- ••• What kim of a play can we pit on for the people of Goetheim 
that we can enjoy doing, that we can get done arrl I think we'll 
all cane up with basically the same answers. But let's each add 
our own ani make a list of what we expect to see in the play. 
Eil) A-14-314-17. 

Data fran their discussion during that meeting :imi.cates that 

while group members were conc::enled with the implications of cam•s 

suggestion about props ani sets, they had begun to make some shift 

towards his paradigm of theatre. 'lhey conveyed this with respect to 

one particular element. When asked what they thought should be in the 

play, JOOSt emphasized a need for props ani sets. However, on the 

heels of that, about eighty per cent of those attending stated a 

corresporxting need for the play to evoke the audiences' emotions. 

At the en:i of the process, two group members began to retmn to 

cultural-meaning as urgency for something concrete. others stated 

emphatically that their process had resulted in something concrete: 

- No, I mean so far I mean still after all our, our dj scussions ••• 
(Joy says, "Nothing"] ani things we still don •t have 
anything. Ann) Yes we do. We have a page ani a 1/2 of what we 
want in there. Jes) Lyle, get up there ani drive a team of oxen 
for us. We have to have something. Eil) I '11 be an ox. • • I was 
tryin" to firrl something to grab onto. Joy) Yeah and a tree 
[Eileen says this as Joy is completing her last sentence.] 
A-14-387. 

A plan of action, to give their consolidated views to cam was 

articulated. As an expert he could then create a process based on 

their c:x:moon sense of direction concerning content and fonnat. 

One group member expressed urgency on an additional score. She 

described concern with process in tenns of tasks and time conmibnents 

required by those tasks. Emerging out of that discussion group 

members came to hold a canmon assumption that, excepting Eileen as 
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producer, they could "let go" of worrying about am doing JOOSt of the 

administrative tasks. 

Olltural-meaning tmtil this point in the meeting had been 

"c:x:>rgealed" through their disolSSion as a group. In response to sane 

ambiguity of detail in process, group members who had been JOOSt 

artiall.ate spontaneously did an improvisation on "Pink Pills". A 

statement fran one group member in the audience suggested that this 

experience with inprovisation did not create homogeneous meanings for 

all group members atten:ling. Her remark irrlicates that this 

experience served to suggest a distinction among group members: 

-'!hat's how it's going to work. cam will get us started. So noN 

does evex:ybody feel better? Can we make this work? Eil) You 
three can. I'm not so sure I can. lor) A-14-453. 

'!he latter statement also hints at the possibility of a 

"supra-meaning" group members may have held in common - a sense of 

p:ro:furxiity associated with this inprovisation. Additional explication 

is required to make such a link. 

In tenns of process, these group members, with an exceedingly 

brief disrussion went aver to the stage arrl did what they had 

expressed c:oncem with doing. 'lhey acted without script arrl without 

props. Ccmnents made by those acting indicate that they even 

surprised themselves with the quality of their ending am the 

inprovisation in general. 

'Drls "successful" experience, in addition to the physicalization 

exercise provided a taste of what it was like to act with a very few 

rules (anchored anomie) in a manner applauded by others. 'Drls 

experience in connnon, particularly because they could not artiall.ate 
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the process, was an experience of transformation - of the profOUI'Xi. 

'!here was a "magic" in creatirg the inp:rovisation both for those 

actirq as well as those who felt uncertain about being able to do the 

''magic". '!he words group members used on this am later occasions 

bore a quality of profurdity: 

- Jessie will get up there am sanehow ••• go ahead. Eil) A-14-449. 
- '!he t:hin:J at Anna •s was magnificent ••• Jes) A-18-504. 

'!his inp:rovisation took place virtually at the errl of the 

meetirg. What inpact the inp:rovisation experience had superimposed on 

group members' carefully consb:ucted cultural-meanings emergirg out of 

their earlier disoJSSion was, however, unarticulated prior to the 

meetirg with cam on August eighteenth. 

At the beginnirg of the August eighteenth meetirg, confusion 

concenring meanings held by group members was expressed :inmediately by 

Eileen. She began to summarize group meanings concenring the play's 

format am content. However I she bracketed her description with the 

statement that her own meaning had shifted. She stated that she had 

been influenced by the ease of the inp:rovisation am the work cam had 

been doing with lights. Her new interpretation of the diSOJSSion was 

a lack of confidence in themselves. 

If group members experienced a meaning in common at this point, 

it was apparently confusion. In sane disarray after Eileen's opening 

ccmnents, other group members stepped in am indicated that they were 

less concerned about their own capabilities than the audience being 

willirg to accept theatre without props am sets. 
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· cam's response to group members was framed in a "profound" sense 

of theatre. His CCil'llnetlts appeared to rest on a presumption that there 

were l.U'l.iversal elements in theatre. For example, if theatre was "good 

theatre" aey audience would respooo. 'Ihe problem of creating gcxxi 

theatre was to ensure that as actors they felt the experience 

genuinely. '!hen the audience, no matter who they were, would also 

experience am respooo. '1brough these means, his paradigm of theatre 

led him to an entirely different analysis of group members' anxiety. 

'Ihe meaning he derived from group members statements was that they did 

not have sufficient confidence. '!hat was what was missing. 

Group members struggling with these shifts of meaning in 

list:.enin:J to cam's statements did not entirely change their 

interpretation of "the situation". One menlber gave, more specific 

exanple of their anxiety: 

- • • • We had a big joke about trees. '!hat no one wanted to be 
thirgs. We wanted things to be there ani. . • We don't want 
abstract improving to that degree. Not like someone mentioned 
real roans •• as we talked further, but not to the extreme that 
people are going to be trees. Jes) A-18-496. 

cam's rejo:inier at this point appears to have provided a missing 

link or reinforced for group members' cultural-meaning in tenns of 

structure. He distinguished between what they might do within the 

group for ftm or for developmental purposes ani what they would do 

externally for an audience. He assured them they would not have to be 

a "tree" in the play. 

At this point, group members exchanging views with cam, appeared 

to shift meaning. 7 '!heir response returned to cultural-meaning 
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expressed in tenns of urgent need for sanething concrete. '!his 

expression of tneanirq was consistent with cam•s analysis of the heart 

of their concems: 

- But it does also trigger the possibility "If I can do that, I can 
do other t:hirx]s with my body ani create another image of this 
Iilysical presence that I have, other than what I am. Because 
that's what you have to do as an actor. If you can't do that, 
then YJe have a real upU.ll stnlggle. No matter how many roans 
ani b.til.dirgs ani real saws ani trees you drag on to a stage, 
it's not goin;J to do you a damn bit of good. cam) Yeah I think 
people realized that. '!hat wasn't what they were saying. But 
like I started to say, ''We needed sanething concrete. 
Jes) A-18-497. 

In tenns of cultural-tneanirq, what is JOOSt interesting about 

these i.nterdlanges is heM group members definition of "concrete" 

under:went change related to their changing meaning of theatre. 'Ibis 

time their call for "the concrete" had an inflection of "starting to 

do" as opposed to having a product - a script or an outlined 

framework for the play. It is through this discussion that they 

contrived to have an all day theatre workshop where they have an 

opportwrl.ty to act, "concretely''. 

At the beginning of the workshop group members' tone am content 

in their talk irx:licated both excitement am sane trepidation. '!heir 

talk am actions emanated a dynamic quality, even when they were 

stnlggling with what they ought to do. 'Ibis dynamic quality in their 

interactions suggests a substantial change in meanings. 

Opportlmi.ties for exchange about the personal (the "Objects 

Exercise"), activity in small groups, am "successful creation" 

leading to a sense of concrete progress both in the doing am in 

recognition of producing a product in this way, all these elements led 
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group members to a new ccmm::>nly held sense of· "theatre", their 

process' am themselves as a group. 

On that day, to vacyirg extents all members fouro themselves able 

to inp:rovise, to act spontaneously provided with a few vague rules. 

Members were not always clear about what few rules had been suggested. 

Despite sane iniications of frustration arrl inability to act in the 

nnnent JOOSt took some relish in being able to inprovise. 

'!here was no fonnal, reflective discussion am:::>ng group members 

durirg this workshop. 'lhey did not articulate at the time a 

CCITillDllly held view of the process in which they had been engaged. 

Although neither the group members nor the study had access to such 

discussion of process, group members "sudden ability to inprovise 

implies a tacit "cultural-meaning" in their actions. '1hrough a 

lengthy process of data analysis relying on other theoretical works, 

the study has referred to this part of their experience as "anchored 

ananie". 

In other words, group members had a sense of conm:>n experience in 

present action in theatre. Prior to this their strongest sense of 

canm::n experience was to distinguish themselves fran the community am 

to experience a sense of urgency in activity and uncertainty. 'lhey 

had finally experienced the exhilaration of running with an idea in 

relatively ~ed fashion without at the same time running down 

into silence. Instead they had come to discover sanething concrete at 

the errl of the process. Related to this highly valued quality of the 

concrete, they had recognizable foundations for scenes am they were 

"doirg", they were actirg. ~was transfonnation! 

698 



SUmmazy 

'!he sb.ldy continues herein with the supposition that in group 

members • paradigmatic actions, they would only "explore" or loosen one 

anchor at a time. '!his SUl111lal:Y reviews that aspect of group members' 

interactions. Group members' interactions pranpted many toore chan;es 

related to anchors durin; this stage. only those of major 

significance durin; arxi aroun:i each meeting will be described. 

By the last meetin; of the first stage group members had begun to 

experience "group entity" chiefly in an external sense. '!hat is, they 

could define themselves as "group", but primarily in contrast to the 

conm.mity. Socializin; at meetings had begun to chan;e this, but only 

to a limited extent. 

Internally, there was tremendous diversity among them. On topics 

other than research into the history of the town or their experience 

of the conm.mity, group members' experiences in connnon were limited. 

Most significantly, since those attending meetings chan;ed fran 

one session to the next, this inconsistency made it difficult to 

develop a sense of group. As outlined in "SUstained Uncertainty", 

through various means they fanned a stronger andlor in "group entity" 

by the last meeting in that stage. Experiencing some fourx:iation they 

began to address a second anchor "structure", related to theatre. 

At the beginning of this stage group members experienced a 

breaking point resulting fran their efforts to strengthen their 

structural anchor in "something concrete". '!heir anchor in group 

entity collided with a developing andlor in structure, cam•s proposal. 
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His proposal buffeted their growing anchor through group entity 

in JIK)re than one way. First, they had accepted cam as "expert". A 

probable inplication of conferring that status is the urrlerlying 

assmrption that "the expert 1 s" paradigm is the correct one. In 

addition, they had sanethin;J concrete. To reject something proposed to 

fill a collective yeaminq required a collision of cultural-meanings. 

In the tally, however, their process of dealing with the 

collision strengthened their anchors. First, they came to a spoken 

consensus on at least two major points. '!hey did not wish to act as 

objects, they wanted to have sane props and sets. '!hey also wished to 

spark an emotional response from the audience. 'lhus, as a group they 

began to make sane decisions about a "theatre paradigm". 

Another tremeniously ilntx>rtant structural inplication of the 

evening was that they had laid down "process" tracks for group 

discussion. '!hey had discussed many things in group before and 

generally the expectation had become that they would make decisions 

consensually. However, this time they relied on a more methodical 

process, follorNing arourrl the circle so that each person might speak. 

'lhey also recorded participants 1 contributions. 

'lhese interactions strengthened in the moment both structural and 

group entity anchors. '!hey had created a process for dealing with 

breaking points. 'Ihis additional foundation may have allowed a group 

member to raise another structural concern, one of roles. Based on 

time requirements, they proceeded to divide, conceptually, 
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administrative activities fran acting. At least one group member 

separated them, however, on a basis ex>nsistent with a traditional 

paradigm of theatre - one assuming hierarchy am a different process: 

- It makes sense. 'Ihe producer produces. In a professional 
production you're not arguinJ for your opinion any 100re than 
you're up there saying, "I think your left ann should be ••• " Ann) 
A-14-432. 

'Ibis apparent thickening of structural anchor, hOVlever, wourxi 

together two different theatre paradigms. 'Ihese paradigms rested on 

differing assunptions conceminq process am decision-making. 'Ihe 

substance of future cultural-meaning collisions thus became imbedded 

in their "current" anchor of structure. 

'Ihe inp:rovisation which sane group meJ1'Ibers spontaneously created 

strengthened their structural anchor to sane extent. '!he success of 

their actions confinned that the process existed am was possible for 

at least sane to do. It may have also weakened temporarily a solid 

sense of c:::amoonly held meaning since those who did it actually had the 

experience on which to rely for confidence. 8 

One group member had already begun to experience confusion about 

a theatre paradigm at the next meeting with cam. 'Ibis led to a 

prolonged diSOJSSion about "theatre". '1hrough cam • s clarification of 

elements of his theatre paradigm (including an emphasis on the 

profoum) he provided group meJ1'Ibers with an anchor in structure which 

apparently appealed to many on the basis of its profound quality am 

praootion of self-expression in "safe" tenns. 

He reframed "their problem" into a universal sense of "good" 

theatre am "bad" theatre shifting away from the Goetheim audience as 
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beirg a "special" audience. He placed the stress back onto members 

havirg confidence to experience ani express mearrln;J to audiences. In 

response to cam • s :refranrl.rq, group members reverted to their position 

of needin:.J sanet.hi.ng concrete in tenns of structured anchor. As 

in:ii.cated earlier what they meant by "concrete" had shifted. 

Despite initial confusion of mearrln;J among group members, this 

experience was t.rememously important. It was significant as a test 

of group entity am structure. 'lhis was the first time any group 

members directly spoke of resistance to cam•s ideas in his presence. 

One member even referred to the historical tension concerning who 

should make decisions. 

In response, discussion included additional role clarification 

conceming cam in tenns of the writirg process. It also included 

cam•s clarification of theatre activities on an internal ani external 

basis. 11F\m11 ani "exercises" were related at this p::>int to activities 

intemal to the group. 

Both group entity and structural anchors having been 

st:ren"]t:hened, group members and cam detemined to respond to their 

urgent cultural-mearrln;J need of "concrete" theatre action. 'lhe 

all-day workshop was the fo:rm chosen. Group members' interactions 

durirg the all-day workshop further mcxlified their anchors. 'Ibis 

occurred in so many ways that I mention only the most outstanding 

related to long te:rm changes. 

With respect to their group entity anchor, cam•s fonnat praooted 

intense, dynamic actions. D.lring at least one "exercise" group 
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members shared personal infonnation with enotional shadi.rg. Group 

members also expressed their sense of being able to do this as a 

group. Many clearly enjoyed this intense opportunity for interactive 

self-expression. Attraction to collective "anchored ananie" became 

cultural-neaning. 

'Ihough. group members expressed va:cyirg senses of success in the 

process, CUtatorlly, group members exuded a sense of accomplishment. 

'!heir inmediate need for sanething concrete was apparently satisfied 

by the em of the day. Any questions or concems no larger reflected 

that issue. Based on observations in the field, nry sense of it is 

that at this point they finally felt anchored in a structure. '!hey 

still did not know all the intermediate steps between these activities 

an:i final perfonnance. However, they could do this step an:i in the 

doirg their actions produced both skill an:i product. 

Before leaving structure as anchor, it is important to consider a 

by-product of group members • experience. '!he group was broken into 

small groups for doing exercises and in'provisations. New 

relationships sprang fran this. '!here was also opportunity for more 

people to participate in leadership within the small groups. '!his 

added more strergth to growing anchors. 

Finally, concerning both group entity ani structure, there was a 

lcu:ger tunlout for the workshop. Virtually all "participants" who had 

been at:teming sporadically came together with the addition of two 

"new members". Given that they were conmittirg themselves to specific 

activities by the nature of the activities, this gave an air of 

certainty concerning a core working group. 
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Resultin;J fran their interactions of this pericxi, group members 

did not again face entirely ananic conditions concerning the project. 

'lhey had const:ructed anchors am planted them sufficiently well so 

that durin; the remaimer of the project they might alter one without 

autanatically destroyinJ "other anchors". 

'Ibis concludes a description of participants 1 cultural-meanin;J 

eme:rginJ through these meetings. 'lhe final section in "Anchored 

Ananie" tun1S to eme:rgirg meanin;Js for "the participant-observer" 

durin] this pericxi. 

'lHEMES DIRECI'LY REI.ATED '10 AilJili' EilJCATION AS CDNSIRUcrED AT PRESENT 

As a relatively brief period of time had elapsed since the 

commencement of the study, meanings I had brought with me to the 

fieldwork still largely influenced my observations in the first 

meetirg of this period. However, both group members I interactions am 

readi.n;Js were beginni.rg to result in a new sense of the experience. 

~ :roR PARI'ICIPANT-QBSERVER 

'1hrough scourirg resources on methodology, by this time I had 

becane aware that there were certain repercussions in entering the 

field rapidly. For exarrple, the study would have to be guided largely 

by an imuctive process. A cogent, fonnal theory had not been 

discovered beforeharrl, which would act as a platfonn for cooparison 

with experiences in the field. 

As group members swept from two meetings in a swelter of tension, 

to the thini in a swann of excitement, I was struck by the magnitude 
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of their chan;Je. '!he lOOming, afternoon and evening of the TNOrkshop 

sped by. Group members exuded enthusiasm particularly in the lOOming 

and afternoon. '!hey spoke in animated fashion. '!hey laughed. I had 

a sense of observ~ and experienc~ sanething profoun:i without 

hav~ the words to explain this transmutation. On recogniz~ a 

daninant theme of charge through this experience, I began to 

reoonstnlct, to look for what other things had been chan;Jing for "this 

group". 

In addition to methodological resource naterial, I had also begun 

to read Social Construction Of Reality. Based on field experiences, I 

was attracted llDre by the sections concerning groups creating reality 

than I was focused on the references to theatre, for it was not until 

the workshop that group members actually began to focus on "do~ 

theatre". 'Ihe fieldnotes suggested many different themes at this 

point. 'Ihe possibility that there were sub;Jroups within "the group" 

was barely conceived at this time. Limited action had been taken to 

explore this possibility. 

Prior to August twenty-fourth Eileen had taken part in the first 

inter.view of the study. A primary purpose of this interview had been 

to discover how the theatre club was constituted. Eileen also had a 

wealth of info:r:mation about the town as she had grown up there. 

Having been gone for a number of years she seemed all the llDre 

enthused to have a sense of the place and to discover it with sane.one. 

I valued highly the time and energy she poured at me. Contact with 

Eileen in this fonn was important not only for purposes of gather~ 

info:r:mation, but in tenns of developing a relationship. 
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Part of the "disadvantage" of being a participant observer is 

that one does not wish to interfere in the dynamics of the group. 

However, I also came to realize that it would be difficult for people 

to have a sense of relationship with me if I was always the 

"relativelY'' silent partner. 

'1he first three interviE!'tlS suggested certain advantages in 

interviewing all participants. '!he interview fonnat provided an 

opporbmity to establish rapport with each member separately as 

previously described. As well, it was in part a way arourrl being 

solely identified with the gatekeepers. 

On reflection, in an odd sense, as I was the only one who had 

this connection with everyone, ani as the interviews gave them an 

additional opporbmity to reflect (sometimes to vent), it appears that 

these interviews would have been one element prompting a sense of 

cohesion amol'X] group menbers. On the other hand, in taking 

opporbmity to reflect in a manner that they would not otherwise, 

group members may also have experienced ani expressed differences 

among thelnsel.ves that they might not have articulated without the 

interviews. It is impossible to know the precise ilnpact of the 

interviews, however as also indicated previously. 

DATA REIATED ID AIXJUr EWCATION F'RAMEW)RK AS OONSTRUcrED 
IXJRING '!HIS STAGE 

At the outset of this period, based on analysis fran the first 

three meetings ani an interview, interest began to shift beyorrl a 
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si.rgle--mirned focus on providing evidence that group members were 

leami.rg am providing the "content" of what they were leami.rg. 'lhe 

study was beginning to search for other aspects of leami.rg. 

In addition to recanting both evidence of "group members 

leami.rg" am the content, data analysis began to include not only 

what group members were leami.rg, but also how they were leami.rg. As 

part of how they were leami.rg, where am when they were leami.rg 

emerged as important durinJ this stage. '!heir references to phone 

calls between group members am their statements indicated that they 

were constr:ucting anew their meanings, often after meetings were aver: 

- cam said an idea can be great but it nrust go sanewhere. So I did 
cxane up with an idea. Jessie and I talked about it. 
Eil) J-22-105. 

Group members described reconstructinJ alone and arriving at new 

meanings prior to meetings: 

- I've replayed this in my head aver and aver. Arm) Were you there 
that night? Eil) No, no, no. But you've told me about it. 
Arm) A-1-238. 

In one instance, that of the two breaking point meetings, a 

seismic shift occurred between one meetinJ and the next. 'Ibis shift 

erupted because group members had considered cam's suggestion for the 

play between meetinJs. After sane reflection a few had rejected his 

proposal. Group members' leami.rg was not confined to the fonnal 

events, although the excharge which sparked the charge very often was. 

Toward the end of these sets of meetings consideration was being 

given to what it literally meant to learn in a context wherein 

education was not the stated goal. At first, however, this led back 

to an assumption that the study needed to evince "group members' 
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learnin;J'' because of the tacit nature of "education" in this context. 

'Ibis pranpted continuation of the search for evidence that they had 

learned. 

Content Areas Of "Group Members I I.eaming" 

Group members' interchanges were continually raising new ideas 

ani questions for them. '1he "content areas" listed in this segment 

ccmprise a selection of those which emerged as most significant in 

tenns of group members' cultural-meaning, the community, their 

relationship with the community an:i theatre. 

a) Concepts Related To '!he Community's Histocy 

n.tring this pericxi, although group members no longer specifically 

allocated meeting time to exchange their research discoveries, they 

continued to express what they had learned on their own through 

sharing infonnation on a variety of aspects about the community. 

- Electricity only came on for so many hours of the day. '!here was 
big excitement when it came on all the time. Eil) A-14-350. 

-'!hey no longer called it sauerkraut ••• Jes) '!here was an article 
in the paper. Eil) '!hey called it pickled cabbage. Jes) Arrl they 
just sort of sat aroun:1 here an:i didn't get involved at all. 1hey 
just kept on fanning. Jim) A-24-596. 

- In January of that year the Goetheim Amateur Dramatic Society 
made its debut. Ann) A-14-383. 

- 1he Journal was, it was really crude. My gcxi, they just 
described things in gross detail. Ann) A-14-365. 

- Contest is looked for. '!he puck will be faced off at 8: oo P.M. 
sharp. Admission adults .025. Now that was the first inkling 
that I got. • • Eil) '!here was a women's hockey game ani they had 
sane guy pick •em up. [Group members laughed.] Joy) A-14-376. 

- You were talking about a concentration on sane of the parties an:i 
social events. '1he hospital ball. I •ve been reading a novel 
about saneone setting up a paper. Arrl how in the first few 
issues, for 20 to 30 years aey wedding or anything was such a big 
social event it would take up half a page describing it in 
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detail. It happened so seldan. As things progressed it would 
turn into a one inch notice. Joy) A-14-382. 

Abait this time, group members' discussion began to lead into their 

expression of another sense of relationship with the community. 

b) Interest In Community Development 

As the research am discussions continued, sane group members' 

ccmnents in:ticated a new perspective conceming the community. '!his 

perspective suggested a different relationship leaning towards a sense 

of doirg sanething for the community. '!his included for a few the 

notion of changing the community: 

-When this idea first came up I thought, "SUre I'll go along with 
this, no big deal. But listening to those tapes am reading the 
newspapers, I'm really excited about just trying to ilnagine what 
it was like. • • Ani so we have. • • '!he younger people can try to 
imagine what it was like ••• I.eavirg it up to them ••• A-14-338. 

- Because people n.oN sort of think "how could they t:Ner smile?" 
Like they didn't have t.v. or an electric can-opener or whatever 
am, am they just think it would so hard for them to live. '!he 
old people can sit there and smile at this that they did. Ani 
then the yOlll'ger people, ''Well gosh, you know they 
actually ••• "Yeah this was fun". Deb) A-14-347. 

- Everyone knows the excitement at your first vehicle. '!he very 
idea that saneone had one reflected on you, you know. • • I was 
talking to this 82 year old. He said, "You know, I drove in that 
car once. Eil) It's still exciting. Jes) A-14-349. 

c) 'Iheatre 

'!he following data is intended to demonstrate group members • 

general inexperience with "professional theatre", particularly 

vocabulary generally associated with theatre. 
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I.eaming Related To QlangeJProcess 

'!his representation of data is consonant with my first course of 

acticn, that is, collecting "before" ani mainly "after'' data on group 

members' leamin;J. 

- '!he PlYsical whatever word it is, mJVing stuff off stage in order 
to create a different atloosphere. Ann) A-14-334. 

- '!he book tells you. I can't remember. All those souOOs. 
Eil) A-14-343. 

'!he first ccmnent was made by one of the most experienced :members 

of the group, Anna. She was regarded as a "serious actor'' ani was 

toore familiar with different kirxis of theatre than most of the other 

group members. '!he secom comment came from the producer who had 

spent considerably more time with the theatre club than most. Both of 

these canments were made after the group had met several times. It 

must be emphasized that these comments were included only to signify 

hON inexperienced the group members were. One might also consider 

their courage in being willing to pursue such a project given their 

admitted inexpertness. 'lbe next subsection begins to record their 

change, the "during" as opposed to "before and after" affect. 

- Metamomhosis. Group Members' Reflection On Process: 

In the first stage group members had attempted to create a 

process of theatre for themselves through their paradigmatic actions. 

'!heir consideration of such process was more as "outsiders trying to 

get in". While sane of that sense continued, during this stage group 

members began to express more frequently their reflections about 
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dlarges in their process. 'lhrough the breaking point meetin:js ani the 

all-day l«)rXshop they took the opportunity to articulate ani clarify 

process considerably. 

- Eileen is concemed with that ani I really agree with her. '!he 
toore we talked, it seemed our initial ideas turned out to be toore 
of a variety night show. Jes) A-14-295. 

- In the begi.nnirg I was really thinking characterization ani 
waxen's role. But I got off on a tan:jent. How many thirgs in 
aey space in • • . that people who have read the Best Of Goetheim 
or people that have lived there then will recognize ••• A 
recognizable short journal ••• a journal of a specific pericxi of 
time. Arm) A-14-319-20. 

-Ani what we did, we took sanething concrete, writing in a 
newspaper article "Pink Pills for Pale People". • • advertising. 
Ani so what we did was, Eileen, Alma and I went up there. It was 
the same type of thing we did at Alma • s ani then took a scene off 
of that. But we had to have sanething concrete to start. Jes) 
A-18-513. 

Sane group members also began to reflect on their needs in the 

process. ~ey articulated them to cam more clearly and emphatically 

than they had in previous meetings: 

- Yeah I think people realized that. '!hat wasn't what they were 
sayin]. But like I started to say, ''We needed sanething 
concrete. We're gettin] anxious. ~e thing at Alma's was 
magnificent arxl we realized the goodness of it arxl how useful it 
is, but the fear is if we don • t do sanething now, we're not 
going to get anything done... As we talked we were saying we 
need those exercises but we have to start doing sanething. So 
it went right to the other extreme of the concreteness. Jes) 
You're just really bare naked up there without anything, a room. 
It is lack of confidence. One person all alone in the middle of 
that space, right now just there can it, we know it can be done. 
But I don't think aey of us want to. . . I think may be if we did 
it... Eil) Yes exactly ••. Jes) we'd feel differently about it. 
Iet's do it. Get up there. Eil) Exactly. Like last week. Jes) 
do it. Get up there ani do sanething. It's so hard for us to 
grasp. '!he thirgs you say, we know they're valid. But to 
actually see ourselves doing them... Eil) A-18-504. 

Sane also expressed consideration of their process on future activity: 

-When we're writing it arxl putting it into our own language 
aJ:r:!WaY· It's not goin] to be as difficult to leam your lines. 
Joy) A-14-432. 
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Constructing A Spectrum Of 'lheatre 

In various dj srnssions group members began to refer to different 

activities falli.rq un:ler the auspices of theatre. Although they did 

not create a list - various fonns to my knowledge, their 

words describi.rq their activities became toore specific duri.rq this 

stage. 'Ibis spectrum has been described previously in "Emel:g~ 

I.exicon". '!hat segment may be consulted for toore detail. Data 

provided herein is a sanpli.rq only: 

- Eileen is concerned with that am I really agree with her. 'Ihe 
toore we talked, it seemed our initial ideas tumed out to be toore 
of a variety night show. Jes) A-14-295. 

- It's not us t.a1d.rq a bathe if we want to put on sane exper:irnental 
theatre. Ann) Experimental theatre is a great word. 
Jes) A-14-305. 

- But not for this heritage thin]. Jes) Yeah I had fun. Am the 
exercises he wanted us to work on afterwards am stuff. I don't 
mird in that Jdnj of situation be~ a table, or combine. 

'lheatre As Bearing A Profound Quality For Some Group Members 

'Ihe analysis included in this subsection might have been attached 

to "Const.ructi.r¥: A Spectrum Of 'lheatre". It has not been included in 

an attenpt to avoid possible confusion. 

Insofar as the study has posited distinctions in spheres of 

meanir¥J, the "profound" has been associated with supra-meaning. 'Ibis 

sqilere of meanir¥J, is not to be placed at one end of the spectrum. 

'Ibis is a quality of meanir¥J which irrlividuals may diversely attribute 

to aey "theatre" on the spectrum. 

'Ihe prosaic sphere of meanir¥J tends to be assumed, if no point is 

made otherwise. In "Sustained Uncertainty", a description of cam • s 

paradigm of theatre was attempted. Within this description the claim 

was made that he experienced theatre as imbued with a profound 
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quality. However, in that first Act-Play there were limited 

references to the possibility that participants carried such a sense 

of the profoun:i related to theatre. 

D.lrirg this stage, group members did express excitement when 

speakirg of the experience of i.nprovisirg. Sane of their ccmnents 

suggest a profoun:i quality associated with their experience of 

i.nprovisation. Certainly they refer to change they have experienced. 

'!his suggests an l.UlUSUal slant on learning: 

- When you do stuff like that "Use the pail", you wouldn't never 
have thought of that earlier. It just happened. Speaking of 
pale... Ell) A-14-455 

- 'lhirg was it is exciting. I still think that. I still think we 
could get together in a group am start talking about it am 
still get all excited about it. Ann) A-14-313. 

Insofar as their ccmnents hinted at a sense of the profOlll'Xi sphere, 

this suggests a IOC>St important aspect of their learning related to 

treaning. 

To the extent that group members continued to sperrl much of their 

time in improvisation am nxxlifyirg developed scenes, their activities 

in the next stage were the same. However, in the sense that 

i.nprovisation was no longer an entirely new experience, group members' 

meanings changed. 
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NOI'ES 

1
Group members' responses may be attributed in part to Anna's 

status. She was regarded as one of the best actors in the group. I 
have included her in the "Serious Actors" subgroup orientation. 

2.nus was a shift. Imnediately after the physicalization 
exercise, cam•s words in the spirit of creative speculation did not 
remJVe the possibility of actors representing objects. 

- Sane of them will becx:ma parts of whatever action takes place. 
'lhey'll all becx:ma different characters. '!hey may becxme thin:Js, 
animals, buildings ••• We'll see where we go from here. A-1-264. 

3criteria were threefold for choosing which group members' 
descriptions of objects to include. First, I chose examples based on 
quality of the recordings. '!here was much laughter and shifting 
during this exercise. The recorder was not equidistant from everyone. 
I also selected on the basis of whether "the object" or an aspect of 
the conversation conceming the object surfaced as part of the 
storyline in the play. Finally, I wished to irxticate how the 
encounter provided an opportunity for group members' to leant about 
DDre personal aspects of each other. Discussions concerning sane 
objects appeared to be more intensely meaningful for group members. 

4I suspect that emerging "distance" in relationships between two 
members of "the cast" would explain in part the demise of this scene. 

5rnus reemerged as a problem for the person asking the question 
in final perfonnances. ruring the final perfonnances, to her own 
chagrin, this participant ten:ied to say others' lines if they 
hesitated lon]. Reference is made to this in the fifth Act-Play. 

6At this point, one group member irxticated as a joke, that 
another group member who was absent, one of the teenagers, could make 
every meeting since she has nothing better to do. '!his eventually 
reemerges as a breaking point. 

7'1his incident epitanizes the difficulties with attempting to 
ascertain "cultural -meaning'' at all times. 'lhrough interactions 
meanings charge. It is inp:>ssible to verify whether members of a 
group continue to hold sane meaning in common unless there is common 
inpetus in their actions or they articulate meaning in common. Even 
in these instances, as I irxticated in ruminations of Part Two, 
irxtividuals' extemalizations may differ from their internalizations 
for various reasons. 

8G:roup members experience of the improvisation may have "proved" 
that tacit knowledge and learning was possible. Even if they could 
not precisely articulate a process, they could do it. '!here is no data 
which directly evinces this, however. 
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D. PIAY ACI'ING: 

'lhe 'lhi.rd Act-Play 

'lhe players cannot keep counsel; they' 11 tell all. 
- Hamlet, III, ii, line 133 

We started with four people. What - we had Eileen, Joyce, am 
they got their characters ani they couldn't get into them. Ani 
the scene wasn't right am it started out as four being trapped 
in a train station during a SilOW' stonn. • . Ani we were supposed 
to reminisce ani it turned into just me am Jessie in sanething 
CXIIpletely different. • • But you know, when you get there, you 
look back ani say, "Gee that's a weini process". But you never 
would have got there without the other. Jay) S-13-p.25. 

TIME OF YEAR 

SUmmer beckoned ani autumn answered. Although fall began to 

insinuate, itself, the season seemed less ani less significant during 

sessions. '!he n-eetings were all in the theatre within the school. 

'lhe building's intemal weather system, cold, became the season for a 

time, tmtil we were greeted with whatever had happened to the external 

weather upon emerging from the building. 

On occasion, the weather changed substantially during a meeting 

since n-eetings ran from one arrl a half hours to ten hours. Extemal 

weather demanded attention when requiring added action of us, such as 

chipping frozen rain from car windows or driving by the brake. 

PERIOD OF TIME 

As interpreted through data analysis this stage in group members' 

activities took place over the most prolonged period. '!he period 
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extelXied f:ran August thirtieth to October fourth. 'Ibis included 

fourteen meetings. 

'!he theatre had been clearly established as the primary location 

for the group's fonnal meetings. As one session followed another 

however, people continue::l to use other rooms of the school when 

workirg in small groups. 

D.lring the early part of this period, particularly during the 

"in'provising" substage, after the session was over many of the members 

would gather in one of two bars. nus was a place for letting off 

creative steam, for jokirg arrl teasing, arrl for djscussion arrl 

reflection. 

As well, there were inlications throughout this period that 

people were continuing to confer outside of the meetings on topics 

inp:)rtant to them. As in early stages, on some occasions they would 

do this through conversing on the telephone. 

- It killed me, when Eileen talked, when I talked to Eileen the 
other day on the phone arrl was asking what. • • I was selling 
brushes... Ann) [Anna is making reference to workirg out 
historically accurate infonnation for a scene.] A-30-282. 

- I was going to phone you about fourteen times today, but I didn' t 
have time. len) S-6-898. 

In addition to the phone line, during this stage a few of those 

participating in the same scene arranged to work on "their" scene 

outside of the fonnal meetings. As participant observer, I was not 

privy directly to these experiences, arrl as I have only a few 

references to them in the data, I cannot provide a more detailed 
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description. Nontheless, their disrussions during these subgroup 

meetings would have influenced the perceptions of at least those 

participatirg as part of the subgroup in tenns of process am prog:a:ess 

related to the project. 

Finally, the majority of first interviews with iniividual 

participants were con:lucted during this period. In these interviews 

grcAJp members spoke of their experiences with the theatre club, how 

they became involved with project an:l their experiences with process. 

'!his interaction required reflection and articulation of experiences 

in which they may not have ergaged otherwise. Data fran interviews 

with group members has been interspersed throughout this Act-Play. 

(See Apperrlices, Section Two "Checklist Of Questions For 'Ihe First Set 

Of Interviews" for additional details.) 

.ATI'ENDANCE 

'Ihe size of the group did not change substantially after the 

workshop. 'Ihe sane people also began to consistently appear for 

meetings. Basically a core group became identifiable. Various group 

members continued to enphasize the need to find more people for the 

"tec:hnical" tasks. 

An earlier suggested need for more men to round out the cast was 

not fonnally voiced during this t:ilne as it had been prior to the 

workshop. However, two men were invited to join the project during 

this period. Two people also ceased to be involved in the production 

during this period, o~ a man, another a woman. 
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'!here was a particularly distinct change in the nature of 

attendance as between the first meetings of this stage ani the later 

ones. At first the whole group met each time, beginning ani erdirg 

the meetin.;J together (except for those who were unable to atterxi the 

session ani those who had to leave early). However, as the play took 

form ani the scenes were set, a "rehearsal schedule" was created. 

For those who were not in the first scenes being rehearsed in a 

session, the actors could atterxi later. As well, people were able to 

leave when their "part" was done. At first they tended to come early 

ani stay to watch what else was being done. Gradually, however, they 

began to take the opportunity to come later and to leave when their 

scene was over. 'lhose whose scenes were not being rehearsed on a 

particular evening would not atterxi at all. In this manner small 

group interactions were emphasized during the meetings. '!his fonnat 

also had implications for socializin.;J after meetings. '!he larger 

group was no longer in tact by the em of the meeting to socialize, to 

discuss, ani to jointly reflect. 

EMERGING PATI'ERNS OF PROCFSS 

INTROIDCI'ION 

In the workshop, group members began to create scenes through 

cam•s direction ani fonnat. '!hough substantially modified over a 

period of time, several of the scenes begun through their 

improvisations in the workshop, did fonn part of the "final" play. 
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For exanple, cam eventually used the content arrl the characters of one 

partiallar jnprovisation, a gran:hoother arrl grandchild, to create the 

outer framework for the play. 

If an inprovisation "had sanething" as cam referred to it, he had 

gz:oup members "re-YJOrk" those inprovisations. 'nle actors began to 

re-YJOrk scenes even durirq the workshop. In tenns of gz:oup members' 

work at this stage, parts of scenes arrl whole scenes were created or 

inprovised, but even this partially improvisational work declined as 

their sessions continued. strictly speaking, it is a contradiction to 

"repeat an inprovisation". An attempt at repetition transfonns the 

nature of the act. It is no longer improvised. '!he interaction is 

planned. In an interview cam came to refer to this distinction as 

''very goal oriented inprovisation" (S-6-p.l) • Nonetheless many group 

members continued to refer to their work simply as improvisation arrl 

the study follows their direction. 

'!here was a key distinction between group members' experience in 

the workshop arrl their activities which followed it. 'nleir 

jnprovisational processes emergin;J in the workshop was a relative 

W'lknown to most group members. ruring the all-day workshop they 

completely "succumbed" to cam•s direction. 'lhe workshop was a 

begirming, other meetings were continuations, their activities 

concerned with reshapirq arrl embellishment. Hence the distinction 

between the "Anchored Anomie" period and "Play-Acting". 
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EMERGING SHAPES OF GRCOP MEMBERS' INTERACI'IONS 

Although group members' interactions durilg this period emerged 

through several shapes, actilg surfaced as key. '!heir other 

interactions includfn1 dj soJSSions, were generally guided by what 

ha~ in tenns of their actilg durilg much of this period. 

Emerging Shape Of Group Members' Interactions. Discussion 

'!he first half dozen meetings after the all-day workshop began 

with everyone sitting in a circle on the stage. On two of these 

occasions the session was begun with the "story circle" exercise 

followed by diSOJSSion of direction and reading scripts together. 

However, after September sixteenth, the circle fonnat for discussion 

was aban:loned generally. 

'1hroughout this period the focal point for most group members' 

activities was creatilg the play. 'Ihey spent the lion's share of time 

on in'provisilg ani acting, fonnally. '!he majority (about eighty per 

cent) of large group meetilg sessions beginning in September were 

taken up with actilg. other related activities were squeezed into 

infonnal discussion, or administrative work on the sidelines. 

'Ihus it was that discussion, a shape of interaction upon which 

group members came to rely heavily in their first fEM meetings did not 

continue to be their main manner of interaction. Although there was 

extremely limited large group, fonnal discussions at sessions, there 

was much evidence of small group, infonnal discussion. 

On a relatively regular basis at the beginning and errl of each 

session, as people came in gradually and then left, group members 
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would djsolSS personal experiences, raise questions they had about the 

play, am make suggestions about their concems. In addition, as 

"audience members" await~ their time on stage, group members 

djSOJSSe.d various aspects of their activities with each other. A few 

group members made reference to technical meetings in the latter weeks 

of this period. 

In contrast then with meetings described in prior stages, group 

members generally carried on their discourse infonnally within small 

groups, chatting as it were. Particularly after the first few 

sessions of this period, when they gathered to socialize at the bar 

those atten:ting also talked infonnally of matters related to the 

project. 

After September thirteenth there was a single exception to 

gathering in small groups to discuss. One meeting wherein cam was not 

present group members took this opportunity to express experiencing a 

b~ point. Fonna.lly, as a group they proceeded to go through the 

play to detennine what they felt comfortable with doing. Much of 

their activity still took shape in tenns of acting, but discussion 

axoong all group members present was an i.Irperative part of their 

interactions. 

As previously described this Act-Play covers several weeks during 

which group members had fourteen meetings. Data collected from this 

period is more substantial than from aey other period. In addition, 

because of the small group discussion fonnat, it was inpossible to 

collect data from all interchanges in which group members were 

engaged. 
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Given these conplexities, the following constitutes a bare 

overview, a sanplin;J of content fran group members' discussions. 

'lbese excerpts were taken fran various meetings am infonnal 

gatherings dur~ this time. '!hey reflect group members' ternency to 

harken back to events concenrlng "acting". 

a) Exchanging Experiences Concerning Research For 'lhe Project 

Both research ani process for researching continued to be a topic 

of di so1SSion cnoong group members in these sessions. This was 

particularly the case in their meetings inmediately after the all-day 

workshop. cam hoped to add several scenes to those commenced at the 

workshop. In light of this, at the beginning of the two meetings 

whidl followed the workshop, group members discussed their research 

am additional details of camnunity history: 

- Jl:)es it mention anything about the irons am the electricity? 
Jo) Where did you see that? Jes) In that paper, it says "12 Hour 
Power''. '!here's an article in there about all night power. Ann) 
A-30-825. 

- '!here was quite a bit about the Hapsberg Hotel am it's sudl a 
dive naw. I thought it would be interesting to draw people's 
attention to what a womerful thing it was when it was built. 
'!here was a fire while it was partially urrler construction am 
people escaped in their night clothes ••• Joy) In Gotheim. Oh 
really? Eil) S-5-848-49. 

- lenore, how long did your mom have the switchboard? Eil) 
Twenty-five years. [Eil describes how the family gave up the 
front part of their house for this purpose. ] It was one of the 
last offices in this area. Len) Gocx:i lord. cam) A-30-792. 

Source for research also fonned part of their di srnssion on 

research. A few people had continued to encourage others to read 

selections fran the Goetheim Journal of 1915. Based on their 

discussion cam appears to have developed an idea for the play. He 
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invited members to assume a specific research task. Group members 

were to brirg a journal article with them to the August thirtieth 

meetin;J. 

Many group members did COllplete this assigmnent for that meetin;J. 

At this tneetinJ am the next they discussed content am prcx:::ess of the 

research mainly in light of this assigmnent. In one or two instances, 

participants also "gave" research findings to others who might need 

it: 

- Oh right on! '!hat's what I needed was prices. Jes) I foun:i it am 
then I was thinking if somebody was doing the car bit... len) 
S-5-831. 

- I'm not interested in the fanning aspects. But I thought if 
saneone else was ••• I copied it down. Len) S-5-833. 

- I was trying to get sane of my facts right about this telephone 
business. You k:now, like I don't k:now if there were payphones in 
1915. So I spent a day at the Journal am came up with a few 
things that I passed around here for other people. Tips for 
their things. Couldn't come up with anything for my own. Went 
to the Musetnn. Couldn't come up with a damn thing there. Am I 
:r;:boned Sask-Tel business office. Am I talked to a gal there. 
Erxied up talking to the librarian in Regina. 
Len) S-5-839-41. 

As may be noted in the latter instance, one member at least, Lenore, 

was persistent in her pursuit of infonnation. 'lhrough her efforts she 

traced infonnation not widely available. 

At the September fifth meeting, it was apparent that the research 

task .cam had given them encouraged several group members to consult 

both the "Goetheim Journal" newspapers of 1915 am the Best of 

Goetheim. 1 

- '!hat's like that other article in there about the guy that froze 
to death. Eil) Yeah. Joy, Len, Jes.) 

- Why does the post office have a customs sign over the door? cam) 
Used to be the custan office. Eil) Herein the middle of 
Saskatchewan? cam) Yeah, I read that. Jes) s-5-884. 
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Data analysis suggested that, if not all group members, a majority 

were develop~ a CUlilOtl base of "historical facts" associated with 

the area through relying on a camnon set of resource materials. 

In addition, those who came fran the area continued to make 

contributions based on their experience with the conm.mity. In the 

following exanple Iemre was att:enpting to build into the play };fuases 

CCilllal to the conm.mi.ty: 

- You know, she has to, like, in that scene, where she's the 
ItDther, she can say "Be quite once." len) Yeah, I've got "extra" 
in nr:1 thing. Jes) Ani she should say, "You're extra doing that 
so I'll get mad at you". She's gotta bring some of that in there 
an:i then her language won •t seem so proper. I.en) You were there 
when we were askitxJ how to talk? Jes) (To I.en] S-5-835-37. 

As well durhq this time, various references, in a variety of contexts 

were made conceming the contemporary conununity: 

- I hear you were at Fred's today. I.en) [To cam] Where? cam) Fred's 
Sporting Goods. You can •t do anything in this town. • • I.en) [I 
believe she was implying ''Without everyone knowing it."] S-5-838. 

- You mean because you work in the school your neighbours won't 
talk to you? Participant) Because I'm not catholic. Participant) 
Period? Participant) ••• But you're so bad. cam) Oh yeah. But 
she didn't even give me time to prove that I was bad. I tell you 
I've never been toore minoritied than in this town ••• S-6-1030. 

- Yeah I know this town scares me sometimes. Participants) 
S-6-1031. 

On the whole, however, according to available data, during these 

meetings group members refrained from discussing the present ccmnunity 

except as audience. '!he community as audience was nontheless a nost 

iq;x:>rtant concem, particularly for some. 

Iemre spoke as one coming fran the conm.mity. She made several 

references to her sense of the ccmnunity as audience an:i what that 
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should mean in tenns of shape ani content of the play. '!here was sane 

urgency expressed on one particular occasion when she, Anna, cam, I, 

ani intennittently Jessie conversed after the September sixth meetin.J. 

- Ani that's why we have to keep eve:cything plain ani sllTiple ani 
easy. Len) But you see, no - (Lenore continues thereby 
interruptj.rq Anna.) Like the title ani eve:cything else. It's qot 
to be scmet:hin;J that evecybody' s goirg to be able to relate to. 
Len) S-6-993-95. 

- You can •t make fancy, it's got to be meat ani potatoes ani 
vegetables. An:i don't put any sauce on the meat or anything. You 
can't dress it up, it's got to be plain ani simple. 
Len) S-6-1002-QJ. 

At that time those listening did not appear to be entirely receptive 

to her concems. 

Nontheless, the COll'll'll.Ulity as audience continued to surface in 

snall group conversations. Sane canments suggested a process of 

self-editirg; sane conments indicated ongoirg disagreement in the 

group. '!he follOYTirg is an excerpt from a conversation approximately 

a week later. Once more sane of the group members were socializirg 

after the meetirg. 

- She said we' 11 be good ambassadresses of Goetheiln after this. 
We'll knc::1tl so much about Goetheiln. Len) ••• Like I really don't 
knc::1tl Goetheiln that well. Do you think that sane people might be 
offerxied by some of this? Bill) I don 1 t think they will. Len) 
I think we've watered it down to the point where there's nothing 
in it. It's got no sting. Participant) S-13-1085. 

Bill at this point has asked this question as a newcaner. It is IOOSt 

i.nt:erestin;;r to note that within a week Lenore 1 s response appears to 

have shifted to sane extent. 

One "concession" made by group members was to refrain from usirg 

"real people's" names in the play. References were made, however, to 
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locations existin;J in the carm.mity including stores that had existed 

in the area durin] the years covered by the play. 

'Ibis question of relationship to the community as audience 

continued to resurface throughout the remairxler of the project. While 

group members did not hold a c::onuoon response cnoong themselves, they 

did on occasion act with ca.moon concern. '!heir actions in this sense 

are described in later segments as ''breaking point actions". 

Unquestionably, the matter of relationship to the conmrunity as 

audience was both an explicit and implicit element in group members' 

interactions regarding development of the shape and content of the 

play. 

b) Excharpina Ideas About '!he Shape And Content Of The Play 

On August thirtieth at the meeting which followed the all-day 

workshop, cam raised content and shape of the play at one point in 

their process of creatin] scenes. He reflected on what had been 

developed thus far and stated an overall objective for content: 

- One t.h.ing we•ve stayed very clear fran except in an oddly 
irxlirect way is the religion ••• in our little dramas ••• except ••• 
and that could be the best piece of writing. • • (cam's voice was 
inaudible at this point on the tape, however based on fieldnotes, 
I believe he was referring to the Train station scene. ] 
cam) A-30-793. 

- One t.h.ing I want to mention here is to make sure we cover all the 
main aspects of cultural life here in its vastness. We should be 
reflectinJ sane.how, sports, medicine .•• cam) A-30-799. 

As in:licated in the introduction, during this series of meetings 

group members' interactions were mainly devoted to creating the play. 

DisaJssions of shape and content of the play were often limitetl to 

small group dj SOJSSion. 
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In addition, when inli.viduals apparently experienced sufficient 

dissonance concemin;;J direction of acting in tenns of themselves or 

that whidl they observed of others, they did speak in the general 

group. Only a few, however, raised such concerns in this way: 

- Are we still b:ying to. • • 'Ihe main thing is to, like actual 
Gennan catholic sentiments. • • Are we supposed to remember that. 
Isn •t that one of stipulations of gettirg' this grant? len) 
A-3Q-815. 

- No there were no stipulations on the grant. '!hose were 
suggestions that were made. Arrl uh, it • s unrealistic. Eil) I 
think what, you know even this stuff we have today. A-30-816. 

- I've explained ••• did I. • • the way I would like them to be as if 
they are part of something else rather than explicitly. I'd 
rather. • • one of the things on the telephone conversation could 
be a baptism ••• part of the culture. cam) A-30-823. 

- Has anyone cane up with a name for this production? len) our 
Heritage Play. Jes) [Ioudly] What do you think? Jes) No. You 
know what. cam wants Goetheim in it. Jes) Anna wants "Goetheim 
.. cx:m:na I Upon A Town Once." S-5-834. 

- Has everybody heard the good news? Eileen has come up with a 
perfectly good name for the play. cam) We'll take it. Jay) I 
want to hear it. Ell) Naw, just put it on the posters. DJesn .. t 
matter. ['Ihe tape is insufficiently clear to detennine who the 
latter speaker was. Eileen then explained "Home Quarter". Group 
members said very little in response. • • A few say they like 
the title. ] S-6-937. 

- How can it be a 1927 Studebaker. I thought this was 1915. It is 
not? len) lenore you missed two main meetings, I told you on the 
phone it was no longer established. It never really was 
established that it was 1915. It was just that that was one 
paper. Ann) S-5-873-75. 

- See I thought this was restricted to 1915. But, it's not. len) 
No, it's not cam) Oh, okay. Len) s-5-842. 

'lhese are examples of some group members • discussion for purposes of 

clarification with the large group present. 2 

c) Exchanging Concerns Of An Administrative Nature 

As Eileen had premised, administrative concerns were not on 

meeting agen:Jas. As sessions became transfonned into "bouts of 
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actilxf' am fonnal large group dj scussions receded in the main, no 

clear opporb.mity was presented for COilliOOn consideration of 

administrative matters. On very rare cxx:asions Eileen raised 

administrative concerns related to creation of the play: 

-What are we missirg? cam) A title am nobcxiy's getting out of 
here tonight because I have to have one. Eil) S-5-882. 
[Previously, Eileen explained that she needed a title for 
p:tarational material. ] 

other than a few such instances, matters of an administrative 

nature arose primarily through role ccystallization, that is the need 

for a pair of harx:js, or once more through irrli.viduals' expressirg 

specific interest or concern. Raised in this context, diSOJSSions 

related to administrative matters often had an element of tension. 

'Ibis was to cont:inue even after the project had drawn to a close. 

d) Exchanging Ideas About Group, Identity. And Personal Information 

'lhroughout this period, group members continued to divulge more 

about themselves am more about what they thought of each other. '!hey 

also spoke more frequently of a sense of the group. 

- Ani I was just looking at the close relationship of these Gennan 
people. Because, like, I've never experienced any family 
closeness until I lived with these people for a while. It's just 
~e to me. But it's nice, it's nice. Allie) S-5-856-59. 

- '!bat's a Jessie line if I ever heard one. Joy) S-18-1098. 
- I thought you'd think it was funny. cam) s-18-1099. 
- '!hat is the delight to me. Two or three people - our little 

group have been able to get on stage with an idea am work 
sanething out. '!hat it is possible. Ann) S-6-943. 

- See how much fun we have when you're not there? We didn't 
acx::omplish a hell of a lot. But we sure had a good time. Jes) 
[She is speaking to cam about their activities as a group duri.rg 
the prior session wherein he was absent.] S-13-1075. 

- So you need all kinds of people in order to make a success. Like 
everybody's input. I.en) Yes. cam) s-6-1005. 
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An int:erestin;J obsel:vation was trade during this time about the 

content of the play am how it reflected on intentions of sane groop 

members ooncemin:.J conm.mity development: 

- 'Ibis is a wanan' s poem. Ann) • • • Us women wrote it. We wanen. 
Allie) '!here's a slightly feminist tin;Je to this whole play. cam) 
[Several laugh.] I womer why? Who did that? Jes) [Her voice 
corweys an air of 100Ck shock am laughter follows on the heels of 
her ~ions.] S-16-1089. 

cam was referrin;J to the rnnnber of women's roles in the plays. 

However, he was also referring to many of those roles havin;J a strorg, 

assertive quality about them. For example, scenes included one 

representing a dj solSSion among sane of the first nurses in the area, 

another depicted an all women's hockey team with "fighting spirit" 

which existed in 1915. 

Sane group members also began to act more infonnally towards each 

other durin;J this period: 

- I never even considered what I put on. I just put on something 
for wanuth. len) ••• I washed nr:1 hair that was nr:1 ooncession. 
Ann) S-6-899. 

- Has anybody got any gum? I have to be chewing gum all the time. 
Jes) Geez lucky for you I stopped at Mclbff's confectionery. 
len) Alright! Jes) S-6-901. 

- Relax! Jim) I'm not relaxed. I don •t know what I'm going to say. 
Jes) [She is referring to trying to :inq:>rovise lines for her 
character in the Wheat Pool scene.] S-13-1068. 

'Ibis "infonnal" behaviour amongst themselves included beginning to 

play very mild "pranks" on each other. 

- Can we make her laugh? Jes) (Jessie is referring to the fact that 
one of the actors is having her picture taken. 'Ihe suggestion is 
to "break her up". Jay immediately begins laughing hard, - fake. ] 
Hey guys be nice. Eil) S-6-902. 
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With a sense of increasirg intilnacy, na;t group meJnbers began to 

share a range of their feelirgs with each other. Eventually this 

ranqe included their concems about inexperience am chan1e: 

- You have to charge your opinion a lot of times on a lot of 
t:hin:]s. Just ask me. (Jessie laughs.] I •ve chan1ed my opinion so 
often through this whole bloody. • • len) Oh, I know. Arm) [She 
interrupts lenore who continues to carplete the sentence. ] thing. 
len) S-6-1006. 

lenore cxmtinued to describe how she had been feelin;J about the 

project: 

- I felt very, very insecure and lacked so nuch self-confidence for 
myself, but not only for myself but eve:cybody else in the cast. I 
did not think we were capable of putting on sanething like this. 
I looked arouni and thought ''Who has the experience? Which one of 
you can claim any experience in doing anything like this before?" 
Not one. Not a sin;Jle one - a lot of guts but no experience. 
len) 
I was watching for that and I thought, "You know, this is really 
amazirg. Na.~, here's a gang of rank amateurs (Jessie laughs] am 
they've got more hutzpah than ninety-five per cent of the 
professionals I have ever worked with am I •ve worked with sane 
really fine theatre. Ani that gives me incredible confidence. 
cam) s-6-1oos-12. 

In this way they began more frequently to share sane of their 

pleasures, their frustrations and even their fears with each other in 

small groups am infonnally during large group sessions. 

e) Exchanging Ideas of Process 

Distinctions between group members' discussions on their 

processes and their discussions on content and shape of the play 

became exceedin;Jly difficult to separate. Admittedly, such a 

distinction is a heuristic device, a conceptual tool for data 
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analysis. Once nc:re, given constraints on data analysis collection, 

arxi the moount nontheless collected, a sanpling has been selected for 

this segment. 

- Next TNeek, I want to nail down a script. So that you guys can 
- so I only have to cane here once a week for the next three 
~ am just oversee what you •ve got. cause you guys are qoing 
to rehearse your own scenes by yourself. Each take tmns with a 
scene am direct it. I '11 came arrl string them together ••• 
'!here's a couple scenes missing ••• cam) A-30-813-14. 

-Well I mean, I don't want it to be a religious play, but I still 
think, I don't know ••• Len) Well we certainly haven't finished 
here. Bring ideas. Got same more ideas, bring them alorg .•• 
cam) A-30-821. 

-Should we bring another headline? Eil) Yes ••• I'm counting on 
people to bring stuff. cam) A-30-824. 

- How many scenes have we got lined up? cam) S-5-867. 
- Sane c.harges? I.or} Oh God, yes. cam} cause I notice that Dr. 

Spiegel wasn't there then. I.or) SUre that kind of stuff, or 
delete altogether and make up a name. lor) S-6-894. 

-'!hat could potentially be a major scene. I don't know. So let's 
~rk on that right now. cam) s-5-866. 

- I ~ke up this morning-.•• cam) Oh, no. Ann) (She appears to 
recognize the opening line of the story circle. ] I ran out of 
gas. ['Ibis is an aside referring to how cam started the first 
story circle.] Pink pills .•• Joy) (Another :reference to content 
in the first story circle which also related to first 
improvisation group meJnbers did. ] An:l my horse was lame. - So 
this has to be period. (cam refers to creating a story as though 
they are living in 1915.] So I called a vet. ('!he laughter 
increases throughout these series of events. ] cam) S-5-846. 

- People always get more serious when they have a piece of paper in 
front of them. cam) (He is speaking quietly to Eileen about 
shift. ] A-30-792. 

- 'IWo people. other people that haven't been up yet. cam) Come on 
Jessie, be into it. Jay?) A-30-809. 

- I mean, eventually we'll get so that her interjections are the 
same ones evecytime. Ann) Probably. Yes and they have to be in 
the right spots. So when you work it out tell me. cam) A-30-803. 

- To look at the people am remember what they said is easier. 
Len) S-6-908. 

When cam distributed the first script, group members resporded 

with such conunents as: 

- [People laugh.] Nice touch. Jay) I'm still reading. Ann) Jes, 
you ought to read this one. Jay) Most of that stuff is yours I 
just added a little bit for transitions. cam) All of a sudden 
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your name is Jay. 
It is pretty good. 
Jes) S-5-843-45. 

I can't call you Jay. Oh how dramatic. Jes) 
It • s better than, uh, uh ••• Jay) I like uh, ••• 

'lhese Jc:iros of responses fran group members continued through a secord 

version, but with later versions, another perspective emerged 

~ charge. Even one of the "serious actors" in spea1d.J'q with 

a fellow participant quietly made this admission, "I got that down. I 

hope they don 1t change it, I' 11 be screwed." (S-16-fieldnotes.) 

'!he quotations selected in this segment may suggest a sense of 

scattered activity. 'lhe scattered sense in this selection was 

purposeful. '!he "eclectic" tone was intended to reflect a specific 

quality about group members 1 discussion of process. Since their 

djscussions about process were so frequently responses or reactions to 

their fcx:al · point, acting, and as their process related to acting 

changed, so did their discussions. In other words the contents of 

their djscussions were not fluid, with content thematically flowing 

fran one of their conversations to another. Rather group members 

djscussions came in pieces attached to something else. 3 

Group members "bits and pieces" discussions are best understood 

within a description of process associated with their acting 

interactions. '!heir breaking point actions and paradigmatic actions, 

bei.rg also coiled about their acting interactions, these two sets of 

descriptions have been combined. 

EmeJ:ginq Shape Of Group Members' Interactions, Acting 

IUring this period between August thirtieth and October fourth, 

processes emerged based on cam 1 s direction of group members 
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interactions beginn.in:J with the all -day workshop. However, a study of 

the data iniicates that durirg this series of meetings cam 1 s own sense 

of certain aspects of their process changed. 

First, for exanple ideas about whether there would be a script 

ard then a possible fonnat of a script changed over several meetings. 

Data evincirg such changes were recorded within the previous Act-Play 

"Anchored Ananie". Secorxi, cam also iniicated in the first meetings 

of this period that group members would each direct scenes themselves. 

However, a limited timeframe and participants general inexperience 

appears to have required cam1 s presence on most occasions. 

In contemplatirg other changes it is most important to recognize 

two distinct focuses emerging in their theatre processes. First, 

there was the process of working on ''writirg" or creatirg iniividual 

scenes. Small groups came to focus on this work. cam described his 

role in these processes as making ••sure that it 1 s there and that it 

works in scene fonn" (S-6-p. 3.) • However, cam appears to have been 

conce:r:ned not only with providing direction and process for creating 

iniividual scenes. As well, he was most concerned with the overall 

structure of the play. 

- I also have to be aware of shaping the structure into the overall 
presentation. Puttirg up, making sure there • s a beginn.in:J, a 
middle and end. cam) s-6-p.3. 

For instance, he detennined which set of their improvisations would 

fonn the outer framework of the play. He established the two act 

structure am the organization of scenes in the scripts he produced 

durirg this set of meetings. 
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cam also wrote ani directed the opening scene of the play. He 

directed inp:rovisations for the em of the play. In this sense he 

contributed as both writer ani director to creation of the larger 

:frame!r.Jork of the play ani to developnent of iniividual scenes. 

A seconi focus in group members' interactions was also 1lDSt 

inportant in tems of signifying chang'e in process. '!heir activities 

which began with a main focus on creating the play shifted emphasis 

towards a main focus on perfonnance or staging the play. All of these 

changes of focus emerged in meetings which followed the foun:3ational 

all-day workshop. 

cam•s process unfolded, initially taking group members unaware. 

In inteJ:views they expressed a sense of surprise concerning process. 

- '!hey didn't necessarily understand it all. ream is speaking of 
the exercise of bringing antique objects to the all-day 
workshop.] It was inportant for me to understand ani for me to 
observe because I was sitting essentially outside of the group in 
nany ways. If they urrlerstood it fine. If they didn't just 
fine. • • What I wanted them to experience was what they 
experienced. cam) s-6-p. 2. 

- But I was surprised to see that that turned out to be the 
groun:lwork for the play cause that wasn't the original intent. 
Jim) You think it wasn't. Mad) In cam•s m.irrl maybe it was. But I 
don't think in anyone else • s m.irrl it was. Jim) o-1-p. 31. 

- It progressed so nicely that it just sort of happened. Like when 
we were doing those two skits with those three objects ••• Who 
would have dreamt that those would have fanned the whole basis 
for the play. If anybcxiy had known that that was happening at 
the time we would have been so scared and upset and worried about 
what was going to happen and what we were doing that it would 
never have worked. But because it was just sort of step by step 
ani it just evolved you didn •t even know that that was what you 
were doing. SUddenly there it was. Joy) S-23-p. 7. 

In these subsequent meetings, guidelines for additional work were 

laid down gradually based on cam•s initial sense of direction as 

modified by participants • responses ani time constraints. 
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- If I were to be here all the time. • • I would let you guys write 
eveeyt:hing. cam) Okay. Ann) Because you would have the time to go 
through that process absolutely. cam) S-6-941-42. 

-A laJ:ge number of Irr:l decisions are simply made on the technical 
aspects. What can we do technically with the talent that we have, 
to tell this story adequately am clearly. Arrl uh, • • • so a 
great many decisions are based on that. cam) S-16-p.s. 

It is these developirg guidelines, their emergirg processes of change 

which the study atte.npts to represent through dividing group members' 

processes into three substages. Although there are no fine 

demarcations possible, group members did experience shifts over time: 

a) .... still' Improvisirg": Exploring and Decision-Making 

Despite the all-day workshop being their main experience with 

improvisational work, during the first half dozen meetings group 

members improvised a few whole scenes including those associated with 

the Goetheim journal assigmnent. In addition, they also improvised 

beginnings am endings of scenes. 

b) '"!he Bulk Of It Is '!here": Fleshing out, Filling In And F.ditirg out 

A script was handed out within a feN meetings. Although sane 

improvisational work continued to be done, it was done so in the 

context of the script as a reference point. 

c) "Split Arrl Polish": Near Completion Of Editing, Beginning To Polish 

'!his third transition in group members' interactions was nore 

difficult to pin down. No sirgle interaction or objectivation marked 

emergence of this transition for group members. Ha;,yever, in the final 

three meetings, cam•s directions began to include focusing on nuances 

of content, nuances of actirg. He also began to raise questions ani 

in:ii.cate to the actors and "the technical crew" what would be required 

for lightirg and sets in a particular scene. 
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Al, as ''the lightirg person", am both Jim am cam spent time 

durirg ~ of ~ ani the first part of September puttirg the 

lights ani panels in good working order. As group members were 

TNOrking on the stage, they discovered that there were several 

difficulties with the cxn:li.tion of the stagelightin;;J. Recognizirg 

this, they set to TNOrk on replacirg lights, reaiming their focus ani 

det:erminirq problems with wirirg. 

'1he three shared a joke which seemed to symbolize their 

experience with working on the lighting, ''Move your actors to the 

lights" (Jim S-30-1163) . Much of this repair work was corrlucted 

during' ani in between actors working on various scenes. 

In the two Act-Plays prior to this, "SUstained Uncertainty", am 

"Anchored Ananie", nuch of the data came from group members. '!he data 

fran cam was limited. In this section, the ratio of the two shifted. 

'!his shift reflects an eJneJ:ging shape change in group members' 

interactions. 

While group members were improvisirg and acting, most of their 

speech ani actions were devoted to that activity. Relyirg solely on 

data fran these actions would constitute reconstructing variations on 

the script. While improvisirg and acting, group members asked sane 

questions, but not many. '!hey also responded with statements, but 

only occasionally. 

In contrast, cam corrected them, made suggestions, explored sane 

of the actions himself. It is his comments which give a sense of 

emerqirg patterns of process during parts of this period. However, 

group members 1 actions and statements indicatirg their experience of 
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breakin.;J points, a few other pieces of group discussion, am 

imividuals • ccmnents fran interviews in~ among acting 

interactions provided insight into group members • experience. 

a) "still" Inprovisincr: Exploring, Decision-Making 

D.Jring the three meetings which followed the all -day workshop, 

fran August thirtieth to September sixth, group members 1 interactions 

oontinued to focus on improvisational work. As cam•s explicit role 

was to direct their improvisational processes the study begins with 

his description of the first steps. Description based on observations 

in the field ani data analysis supplement cam•s overview. '!his 

cunposite description is interspersed with data from group members' 

interchanges. Taking up a chronolCXJical course, group members • 

reflections after their interactions have been provided at the end 

of the following segment. 

Description Of Process For Scene Creations 

Although the following description consists of a series of steps, 

it is important to note that most group members were uncertain of 

steps in their processes for several meetings. Without having 

experience with comparable processes, or without having an intentional 

framework beforehani, it was difficult for group members to articulate 

"steps in a process". '!heir statements suggest they did not initially 

experience their improvisational activities in those tenns. One 

furrlamenta1 explanation for this is that each scene's development had 

slightly different occurrences, different people, different 
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requirements. No two scenes were developed at quite the same pace. 

'lhese steps then are "generalizations" to elements which group members 

JOOSt cc:moonl.y experienced through their processes. 

1) "All Talked out": Preparation For Beginning An Improvisation 

'!his stage was suggested by the director. cam described the 

first step or stage as becaning ready to do an :inlprovisation: 

- Know~ when it's ready, when the group is ready to do an 
:inlprov. • • Like a lot of time I speOO waiting for the right time 
to say, "Okay. Go do it." S-6-p.4. 

When asked for details of how a group becanes ready, cam described two 

steps in the process. He alluded first to his own condition of 

readiness ar:d then to the group's through discussion: 

-Well you talk about something enough, and usually I wait until a 
specific, a very specific idea occurs to me. Arrl then I can 
gauge if others are, how can you say - involved somehow. cam) 
S-6-p.3. 

- Yeah, you talk and talk and talk and talk ••• '!his is pre-gett~ 
on stage. '!his is the pre-getting ready part where everything 
seems to be talked out. "Arrl well why don't we do this and can we 
talk about this. Or should we do this?" Arrl there's pauses arrl 
it's awkward. It's that, before they actually get on stage to do 
something. Arrl then, suddenly jump and say, "Okay, you're at a 
meeting, you're this, this. . . Go". Ani then they go and it goes 
like crazy. cam) s-6-p. 3. 

In tenns of those "jump~ up", most scenes involved dialogue 

between two people, sometimes three. For scenes which had not been 

established through the workshop, volunteers were required. '!here 

were no apparent patterns in the volunteering, although those younger, 

and those who generally spoke little in the group were also not moong 

the first to volunteer. Fach person eventually did have a series of 

roles in several scenes, some more than others. 
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Often, it appeared that those who got up to do the inprovisation 

had participated in a shift fran talking about the scene to begi.nn.irg 

to take on a character or suggest lines. In other words, they were 

the people who began to express specific ideas of what the 

inprovisation might sourd like. 

One example of a scene developed on this basis was the "Telephone 

Scene". lenore began the process by speaking of her experiences am 

others joined in with ideas: 

- You'd have to call arourrl to discover where a call came fran. 
(She is referrirq to an incident in which a woman called am then 
fainted.] I envisioned two people. Eil) [Based on data analysis I 
inferred fran this she meant "in the scene"] • On boring 
aft:enloons, we'd dial two rnnnbers arrl not say a word. Each one 
TNOU.ld answer. Len) ''Hello! " Joy) "Hello?" How cane you're phoning 
me? We'd just ••• Len) You're mean! Joy) [She laughs.] '!bat has 
possibilities. • • cam) A-30-804-05. 

Joyce arrl lenore then got up arrl began to inprovise a scene. 

As cam described it, in sane instances group members 1 

improvisations went "like crazy", or rolled along with an inevitable 

sense about actors' interchanges as the scene, "Pink Pills For Pale 

People", had done. However, more often than not having begun, those 

participatirq would find themselves slowirq down or stoppirq prior to 

any apparent conclusion in the content of the scene. 

2) ''Mid-Inprovisation Gap": Improvisation IDs ina Impetus 

Most inprovisations reached a "block" which was exposed by a gap 

in the actors' exchanges. 'Ihese were most reccgnizable when actors 1 

pauses slipped into a silence or one of them spoke out of character 

arrl asked for help. 
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- I need help. • • Arm) ['!his was an improvisation. Anna was pqpirg 
in as a voice, as an offstage character to support the flow of 
the .inprov work. ] A-30-806. 

In other instances, actors began to repeat themselves. cam 

referred to situations as ones in which "nothing was happenirg" or 

they were "goirg nowhere". After several improvisations were done, 

group members also began to recognize this as a gap or problem. '!he 

followirg is an excerpt fran group menbers' first attenpts at the 

''Wheat Pool Scene" which happened to have missed the first step of 

beirg "all talked out". In addition, the person who had done IroSt of 

the research in the area, Joyce, was unavailable on the evening the 

improvisational work was begun. 

- I know sweet piss all about wheat. Somebody else start it. Jes) 
['Ibis is followed by a series of jokes fran several group 
members. It is difficult to detennine who they are. I refer to 
them as participants. ] Where' s the beef? Participant) We're out 
of butter. Participant) Get the green stuff out of Jay's fridge. 
Participant) '!here's nothing goirg to make this group talk 
nastily about anything. Because they're all basically supportirg 
what's goirg on. So we have to make it, we have to introduce 
sanethirg or sanebody or sane situation. cam) "'!hat's right." 
Jes) [She interrupts him to agree. ] '!hat is going to make them go 
"Yuck" am start talking. somethirg has to happen here. cam) 
S-5-867-71. 

Fieldnotes fran the occasion and the tapes indicate that after cam's 

intervention, the group "roars" right on. '!hey no longer experienced 

a problem with timing or gettirg stuck and they eventually reach a 

conclusion. 

3) "Getting Unstuck": New Direction To '!he Inprovisation 

Various suggestions were made to assist stalled actors. As 

described in "Anchored Ananie" initially some of these suggestions 
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came fran cam ani sane fran group members. However, by the en:i of 

this series of three meetings, group members made fewer ani fewer 

suggestions. 

Dlrirq this time those group members continui.rg to assist fran 

the audience appeared to have discerned to some extent cam's technique 

of askin:J concrete questions. On occasion they asked concrete 

questions, themselves, or they had responses to concrete questions 

which the scene thus far had evoked for them: 

- What did you came here for? Maybe you could have just popped 
out. • • cam) While she was out? Jay) 'Ihe way she was sitting 
looking distraught, made me think she was on the front steps ani 
gramna came home fran the walk. '!hat's the first thought that 
came to my mirrl. Ell) Graimna Is secom home. Don •t knock. All 
that's • • • it's just a suggestion. A conscious image with which 
you can work sanehow. I don't mean for you to actually get up 
ani do it. cam) A-24-684. 

- You are about to get ergaged. '!hat • s all you want to know. Joy) 
S-5-879. 

Another apparent way of "unsticking" was to suggest using no 

words, but instead to explore through movement: 

-Okay. Wait'll you get there. We're watching. You've got us. As 
soon as you start moving your movement is telling a story. You 
don't have to talk anymore. '!hat's what acting is about. '!hat's 
why it's three dimensional. Once you start moving, we're watching 
you because that • s part of the story. Okay. Okay. '!hat's what's 
not written down. Just do the moves without words. Do it till 
you feel canfortable. cam) I like that I think... Jay) [He is 
:respol"¥iin:J as the actor to cam • s direction. ] S-6-928-32. 

Group members generally found themselves "stuck" several times during 

an inp:rovisation ani sometimes over several meetings. For exanple, 

many actors required several attempts at firrling a "satisfactory" 

conclusion to a scene. Related to this, group members' experienced 

another step in their initial processes of working on scenes. 
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4) "Go And Work On '!hat": Working On Improvisations Amana Actors 

In sane instances, it would become apparent eventually that 

despite various suggestions, group members had reached a large blcx::k 

of sane sort. Rather than keep others' work in abeyance, in a few 

instances' cam would make another suggestion ani then he would ask the 

actors involved to 'WOrk on their own. However, he very rarely took 

that course of action. When he did so, at a later point he would seek 

out the actors to discover how they were proceeding on their own. 

More frequently, an improvisation was gone through at least once 

to sane apparent conclusion. cam would then request that the actors 

begin a secord time. r.uring that process cam would identify aspects 

which he believed needed work. '!hen the actors would be asked to work 

through these on their own. 

- '!hat's where you ended it. cam) S-6-896. 
- You guys go work on that. cam) Not here. Ann) A-30-802. 
- let me just say, this is a great idea. Work on it. [laughter fran 

several group members.] I like the poem idea. Work on it as 
though. • • do sane choreograph - choreography, the poem. cam) [He 
is speaking to several wanen who are working on a poem which will 
become part of the play's opening.] A-30-776. 

'Ibis process of ilnprovising and then repeating interactions 

intenningled with more improvisational work became a creative 

"tread-mill" of sorts. One set of actors would be on the stage 

interacting while others would be off elsewhere in the school working 

on a scene. '!hose who had returned from working on a scene ani 

awaited cam•s involvement sat in the audience and sometimes offered 

suggestions to those on the stage. 
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5) ''Variations On A Team": 
Repetition Of Im:rovisations With New Actors 

As this p:rcx::ess continued, larger parts of the scenes were 

repeated. In sane instances, however, scenes were repeated from the 

~zXshop, but with a new actor. For example, Jay was asked to take 

the place of Jessie in the scene "Pink Pills For Pale People" since 

men were 100re often salespeople durirg this historical period. 

'!his precipitated a variation in their processes. It required 

adjusbnent for both those who had already worked on the scene ani 

those enterirg into it. 

- 1):) I knc:J..1 you?. • • What's my name? Jay) (He is beirg asked to step 
into a partially developed scene as a character. Jay is ~ 
on the stage facirg Anna as he says these words. laughter 
follows Jay's questions.] ••• Good blackout line. cam) No punch! 
No punch! [I believe Eileen is "satirizirg" cam's frequent 
directions.] Eil) A-30-798. 

Although those who had developed roles were also generally those 

who perfonned them in the final production, there were a few scenes in 

which people were "substituted". 'Ihere were several instances of 

this particularly in the middle substage "'Ihe Bulk Of It Is 'Ihere". 

6) "Going On": Continuing To Work On Emerging Scenes 

'!his was not so much a step as a connnonly held assumption of 

continuance, a search throughout group members' improvisations ani 

orgoirg actirg directed towards the sense of havirg a complete scene 

which could becane part of the play. Criteria appeared to be based on 

a certain kim of response to the work beirg done. Responses included 

both those experienced by the engaged actors ani those observirg, cam, 

an:l whoever comprised the audience. 
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- What hits your guts. • • What causes you to react. Well, I would 
think, what causes you to feel sanething fran it. • • Gettirg bunps 
:fxan it. len) S-6-961. 

- It was a great en:lirg. cam) s-6-896. 

Generally, there were many group members in the audience durirg 

this series of meetirgs. '!heir periodic laughter, clappirg am even 

shoutin;J out responses provided affinnation of how "effective" actors' 

work was. 

lllrirg this period there was one particularly strong cue for 

group members which affinned that they were "actually working on 

scenes in a play". At the meeting of September fifth cam provided 

each member with a copy of a script based on their mutual work. 

7) 'lhe Script 

Relyirg on taperecordings of group members 1 interactions on 

stage, cam had created a first script. According to his statements, 

these were group members 1 own woros, he had merely shaped the scenes. 

- Most of that stuff is yours I just added a little bit for 
transitions. cam) s-5-843. 

Group members generally expressed delight with the work. At the time 

several observed at the time intprovements cam had made. cam also 

in:ticated then that these "lines are not written in stone". At that 

J;X>int he encouraged group members to "change lines", "change emphasis" 

am suggested that they would "change scenery". 

With this first script came several transitions. In an infonnal 

inte:tview cam had predicted a transition in group members' actions. 

Transition in their actions became apparent when they began to act, 

relyirg on the script. 
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- Ycu know all the lines, you don't have to rely on this. 
cam) S-6-927. 

-Not too bad for rea.din;J. But there's sane difference in the level 
of spontaneity. cam) S-6-924. 

In contrast with their improvisational work, group members 

Sllddenl.y ceased respon:li.rg directly to each other. Instead, they read 

the script as cam's statements irxticate. '!bus, for many group members 

the script came to mediate their actions. 

- Ani I was, uh, what I was tryin; to do was see her lines ard see 
IC¥ lines next so then I could make sane eye contact before I had 
to say IC¥line. So that's the restriction of the script. 
Arm) S-6-1016. 

cam eventually described his impression of their transition to sane of 

the group members. He irxticated that part of his future strategy 

would be to breathe life hack into their interactions on stage. 

- Now the work is goin;J to be in getting life back into it. cam) 
'!bat 1 s right exactly.. I.e.n) S-6-1014. 

While this sense of !;cript as "the word" was the main response 

fran group members, it is inp:>rtant to note that not all group members 

viewed the script in such a way. '!his is best illustrated by an 

excerpt fran the same small group discussion: 

- Except that the worn; of the script I knew were the words that I 
wanted. Ann) S-6-1017. 

- Like you said, too (~;he is referring to cam] , "'!hose words aren't 
carved in stone." 'Ih~~ words of the script. I.e.n) Absolutely. No. 
cam) If you 1 re not cc::nnfortable with it change it. And even if 
you don't get the words exactly right as long as everything's 
said... I.e.n) Yeah. Nell all your stuff is all ad lib. cam) Yeah. 
I.e.n) cause it was written with you in mind. cam) s-6-1018-20. 

'!his conversation suqgested several inp:>rtant ideas. First, 

emerging for participants were two different senses of script. 'Ihese 

differences emerged even ,Nhen two irxtividuals had been conferrin; 

considerably throughout their process thus far as lenore and Anna had 
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been doin:J. secom, cam hinted that he was taking into account 

differences in gt:OUp members' response to the script when he developed 

it. 

In a small group disolSSion cam indicated that when draftirg the 

script he considered specific individuals playing in a particular 

scene. 

- I krlow that you're not goin:J to - you • re not goin:J to go. • • cam) 
(I assumed fran his accompanying gesture that cam means freeze up 
or get stuck for words.] Yeah. Ien) Arrl Joyce will resporx:l. cam) 
Yeah. Len) S-6-1021. 

Although he did not express it to group members directly, he stated in 

an interview that when developin:J the script he also contemplated a 

scene's relative place in the play, and qualities he associated with a 

scene. For exanple, Anna's scenes with Allie were to become the 

backbone of the play. Because of the relative significance of their 

scenes their words were most important. Many more of their words and 

lines became cues for others' scenes. Precision concerning these "cue 

lines" at least was required. '!he latter distinction leads to another 

indication of transition for group members. 

A secorx:l most important transition emetged with the caning of 

scripts. '!he script brought additional assumptions of structure for 

gt:OUp members. With the confinnation of scenes and actors playing 

certain roles, meetings began to be conceptualized more and more in 

tenns of rehearsals. Among other things, this required organizing a 

schedule so that those working together in the same scenes could 

att:e.m those particular sessions. As meetings increased in rnnnber, it 

became important to make certain that the right combination of people 
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\ti'OUld atterxi at a.ny one time. 

- Okay, the script is still being developed. An:l there's still a 
lot Jll:)re in the tape recorder that has to be sort of transcribed. 
But there's definitely lots of material there for the basis of 
the script. Am I think we can start am we should actually start 
going through the scenes right. Now am for the tima bei.Iq can we 
do the stuff that involves you am you because you • re not goi.Iq 
to be here taoorrow? Who else isn't? Cam) S-6-919-22. 

'lhis subtly signaled a transition in theatre paradigm. It was a 

major step in shifting the concept of meeti.Iq fran large group process 

ani decision-making to rehearsing in small groups. '!hat subtle 

transition was to have tremerrlous :ilnpact particularly in later 

meetings of this stage. 

'lhe scripts also brought an additional hint of imminent 

transition in process. Group members' interactions were concerned 

entirely at first with creation of the play. Arrival of the scripts 

Sllgg'ested that, if not the entire play, parts were "here". 'lhis sense 

pranpted another shift in direction. 

8) '!be Beginnings Of Technical Work: Shifting to Perfomance 

'!be majority of group members • work during this period was 

dedicated to construction of scenes. However, cam also very gradually 

began to atterxi to irdividuals' acting in tenns of technical aspects 

of their perfonnance. 

- Don •t upstage yourself. Cam) Where am I going to, how am I going 
to talk then? Jes) Like that. Cam) S-6-925. 

- 'lhe trick to making pauses work is to throw focus on, on 
sanething. Don't keep it in yourself. If you keep a pause in 
yourself it just dies. If you look at something. Cam) S-6-926. 

'lhis was to eventually become their focus in the meetings prior to ani 

including the dress rehearsals ani public perfonnances. 
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Finally, with the emergence of the scripts another element of 

cam's role emerged, one previously outlined. 

9) creation Of 'lhe Play's Framework: cam Is Process 

In the introduction the study referred to two creative processes, 

one the oollaborative work on individual scenes ard a secom, creation 

of the larger framework or structure of the play. cam facilitated ard 

directed group members in the first process. Concerning the secom, 

this conceptual work largely fell to him. 'Ibis became IOOSt apparent 

with issuance of the script. 

First, because he had compiled all of their work, cam was more 

oonve:rsant with what existed. He, therefore, also had a sense of what 

was ''missing". During this stage, in tenns of the larger framework, 

he expressed several needs. He spoke of a need for a "birder'', a 

theme ard framework which would run through ard bird the individual 

scenes together. Eileen ard he also discussed the need for a title. 

She was apparently more concerned at this point than he with 

det:e:rmininq one. '!here was a third need to which he referred several 

times: "I think we 1 re missing a beginning. " ( S-6-p. 3. ) 

As more of cam 1s role emerged with appearance of the script, ard 

as they began to experience repetition in their acting activities, 

group members began to speak of a sense of process. However, 

disrussions concerning their experiences did not occur within the 

larger group setting. . Rather their discussions took place in 

socializing at the bar am in the interviews I had with them during 

this period. Based on extrapolation of data analysis, sane discussion 
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of this topic anag group members would have ocx::urred also in small 

group activity such as during telephone conversations among frierXIs 

ani as part of their dj SOJSSion when two or three actors came together 

to work on scenes. 

10) Reflections On Process 

As in:ticated previously, many group members were not explicitly 

aware of cam's interxled process or even their responses ani changes to 

process as emerging at the time. '!here were no attempts at a fonnal 

meeting to reflect on this process jointly. 

Sane of their reflections on process occurred through 

interactions with cam "after the fact". For example, it was not until 

after the first script was distributed that a few group members 

djSOJSsed with cam "his process11 for the all-day workshop. Even after 

he elaborated, it was not clear that those group members present 

uOOerstood what he interrled. 

'lhe following is an excerpt from cam•s discussion with Ama ani 

lenore while socializing after the September sixth meeting. others 

were listening in part to this conversation, but it was difficult to 

detennine how much they heard since, except for Jessie's rare 

interjection, they did not contribute veJ:bally to the conversation. 

As well, seating arrangements were awkward and there was considerable 

noise. 

'!his conversation was significant as one of the few occasions 

during the remairrler of the project wherein several group members ani 
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cam reflected tcgether on what process had occurred. 'lhe conversation 

has been provided as a foun:lation for other data. Data supplementi.nJ 

this is primarily derived fran interviews, wherein group members were 

requested to reflect as iniividuals on their experience of past 

meetirgs. In addition, data fran fieldnotes have provided instances 

of group members' asides to each other and small group discussions 

durirg meetings. 

Retl.unin;J to the cotwe:rsation of September sixth, in their 

diSOJSSion they considered their process mainly in tenns of the 

all-day workshop. Within his description of their process, cam 

specifically referred to the exercise during the all-day workshop 

wherein they had brought and described historical objects. 

('!his was not included in "the steps" of this stage since that 

activity occurred prior to these meetings.) 

- I try to make you intellectualize which... Intellectualize 
first, before you bother experiencing so I can, we could diSOJSS 
the pn-se. • • All those physical objects, you know. Very 
intellectual experience. It was boring. But for me that was very 
vital because it was a concretization of experiences that I 
wanted, that I knew would be valuable later on. And they would, 
because we shared them. We shared them, all those physical 
t:h.in;1s with everybody. And it was boring and ''Why are we doing 
this?" Nobody said that, but I could see it fran time to time. 
And uh, we had to go through that so when it came time to call on 
sanethirg, it was there. '!hat it was shared and we knew what we 
were talking about. And just the experience, all of the t:h.in;1s 
that were said were shared too. You see, it wasn't just a matter 
of when you had her pn-se, what you said about it may have -
Nobody remembers what you said. But it ma.y have somehow twigged 
sanethirg somewhere. cam) S-6-967-7 4. 

lenore remained silent during and after his description, nodding part 

of the time. Anna responded with: 
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- Ani I was pic:kinJ up thirgs tllat I thought were old or were 
supposed to be sanet:hing, cause I didn •t realize the exercise, 
tllat it had to be sanet:hing tllat meant sanet:hirg. Ann) S-6-980. 

cam continued to embellish for a minute or two. '!hen lenore charged 

the topic of conversation, focusin;J on new material inp:rovised. 

D.lrin:j the first set of interviews a few irdividuals • expressed 

sane links with what cam had described in the small group discussion. 

- '!bat Saturday tllat we all brought our little trinkets ani sort of 
started putting stuff together. We left the room for a while ani 
thought about sanet:hirg to do ani then came back in ani did it. 
But in a way we sort of made it up as we went along. But we did 
give it sane thought beforeharrl. Jim) o-1-p.Jl. 

But for the IOOSt part while group members 11Bde sane cormection between 

the dj SOJSSion of historical objects ani the process of creating the 

play, they did not explicitly express what those links might be in 

tenns of group work. 

'!he following is an e.xceq>t fran int:mviews with two different 

group members whose description of their experiences of process drew 

nearest to making such a link. 

- It amazed me how we started with nothing ani built a play out of 
it. Like you take a skunk fur - ani we got two scenes out of 
tllat skunk fur. • • How you take what you know it was like ani you 
take the skunk fur ani try ani relate sanet:hirg to it. Al) 
Q-4-p.ll. 

-We made them in the past. I suppose because the artifacts we had 
were old too had somet:hirg to do with it. cam said, "Don •t worry 
about making it old or historical or anything. Just take your 
little trinkets ani go make up a play. And lo ani behold they 
were heritage just because we happened to be thinking along those 
lines. We all 11Bde them old. Jim)-o-p.Jl. 

Data from interviews then, suggested that group members had not fully 

grasped cam•s intention - or they could not explicitly express such 

links in their experience. 



cam included in his description of September sixth a reason for 

refrai.ni.rq :frau advisirg the group of his intention for the exercises 

duri.rq the workshop itself: 

- I couldn't tell you before cause then you'd intellectualize ••• 
cam) Ah! Yeah! Ann) Am would have distanced it. To say f'D.II 

what I did makes sense. cam) Yeah) • Ann) S-6-977-78. 

In addition to makin; l.ilnited links with sane exercises in the 

workshop, group members did not teni to include in their descriptions 

of process as they experienced "it" an "all talked out" step. One 

person did refer to ta1Jd.nq as a step, but this seems to have meant 

for her the act of ta1Jd.nq as characters, in other words, dialogue: 

- Am then we talked about sane of it am I guess it was taped. 
Ani they started to pick out - began writi.rq a script fran it. 
I didn't even know they were doi.rq that. !Dr) o-4-16. 

In describirg process as they experienced "it", most group members 

appeared to focus on what happened on the stage when they were acti.rq. 

- I was stuck when she (IDretta is referrirg to Joya3 duri.rq their 
improvisation together] asked me about an embarrassi.rq incident. 
!Dr) [In character, as a younger nurse Joyce turns am asks her, 
''What's the most embarrassing thing that has happened to you. ] 
Q-4-p.l7. 

- First of all the character, am then secorrl of all usually you're 
th.inkin;J of sanething to say. [laughs] • • • sanetimes I have 
t:hirgs to say, but they don 1 t came out right. I can 1 t think of 
them fast enough. Jay) S-13-p.25. 

- I mean we were b:yirg to work things out on stage. But if you 
have to stop am think, ''Will this work or not?", then it's not 
spontaneous. So, the improv is good for that. Ann) S-6-939-40. 

-What I did was, I worrlered what kirrl of a situation would you be 
in where you might show somebody the board am yet be frienlly 
enough with them am not feel constrained - tell jokes ••• I.en) 
S-6-936. 

- No just spontaneous. Spontaneous. See in improvisation you 
don't have a goal. If you have a goal I think it would be 
easier. So you just improv until you have a whole tape am then 
he (cam] cuts out the garbage am then he makes a scene. 
Jay) S-13-p.25. 
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Most inportantly, interspersed with data conceming on their 

internal experience of inp:rovisational process, group members 

frequently then linked cam with the process. 'lhe previous quotation 

refers to cam•s role in editi.n;. others referred to this as his role 

in tenns of future expectations: 

- I can't wait to see how you script that. len) [She is speaking to 
cam about the inp:rovisation of the Wheat Pool scene.] Yeah, I 
can •t either. • • cam) A bunch of cattiness len) [She smiles am 
shakes her head. ] S-6-989-90. 

As :i.mi.cated previously, only a few large group discussions aimed 

at reflectirg on process occurred hereafter in the project. However, 

during larger group meetirgs small group discussions conceming 

process arose "on the sidelines". In particular, when new 

participants appeared, at least one or two group members became 

whispering interpreters, making sense of the activities for newccmers. 

For exanple, when Jo am Arthur appeared I obset:ved one participant 

quietly explaining 1 1'We inp:rovise it am then it IS taped. II 

(S-lD-Fieldnotes.) 

Given shifting activities am the need to participate, these 

precious insights were generally "asides", tucked into spaces between 

group members' changing activities. Beirg interstitial, these 

comments were necessarily terse. For example, in the instance 

described no additional explanation was given conceming 

inp:rovisations or what was expected to happen thereafter. 4 

Once rore, all these fields of data imicate that group members' 

experience of process contained a CCJil'l1a1 sense of surprise, of change, 
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am a limited description of cam • s role. For na«:amerS a sense of 

mystery or pro:funiity might -well be evoked through group members' 

description of process. 

'lhl:oughout all of the meetinJs of this period, am fran all of 

the data collected fran interviews, the conversation between cam am 

prllnarily Anna (although others such as Ienore am Jessie were 

present) provides the richest detail in InEn"girg descriptions of their 

experiences with "the" process: 

-You were playirg arourrl, you [cam is referring to Anna] am 
Allie, fran nr:1 perspective, playing arourrl with the raw material, 
with the essence of that scene. Ani you had to sift your way 
through it in order to feel all the ramifications. Ani it felt 
awkward ani it felt dumb. Felt silly. But you were there! Ani you 
were playirg arourrl with it. Ani I encouraged you, "Go ahead! Go 
for it!" • • • ani you did. Ani so when I listened to it again, I 
picked out your words, six words. - Ani they were said. Ani it 
was just, it lived! I cut out all the other stuff. cam) '!hat's 
the dynamics of this particular process, having us as untrained 
people ani then havirg sanebody who can listen to it ani ferret 
it through, f~ your way through to sane stuff that was an 
essence of it. Ann) S-6-953-56. 

- But you see I don't think that, that we the people who are going 
through this process on stage are intellectualizing nuch. Ann) 
No, you don't have the chance to. Your doirg it. cam) Yeah right. 
Ann) I'm the one who has the opportunity to be able to do it. 
cam) Ani yet if your views of what was happening with our things 
were totally negative or opposite to ours, I don 1 t. • • we couldn •t 
accept it. So you are obviously ferreting out important 
things ••• Ann) S-6-963-65. 

It is important to recognize the symbiotic nature of the roles which 

were being described. Anna 1 s statement was to become foreshadC1tling 

for a breaki.rg point which sane group members would experience in 

future interactions. ('!his breaking point is described as beirg a 

part of group members' experience of the next subprocess. ) 

cam continued with a description of his role, apparently in 

agreement with Anna 1 s point: 
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-Ani also, its an agreeable manipulation. '!he whole thing is that. 
It's introverted to the extent where we •ve all agreed to go into 
the situation ani uh, to be manipulated in certain ki.rD; of ways. 
• • • Well the whole thing goes back to my sort of basic premise of 
"In order to realize an experience, you have to be there. • • Ani 
so I tl.y to make you be there. cam) S-6-966-67. 

Prior to leavin.:J this segment, it is inp:ntant to consider cam's 

perspective on group members' sense of process. Of the exercise in 

the workshop he stated in an interview: 

- '!hey didn't necessarily unierstarrl at all •• '!hat is irrelevant. 
It was :iJrpJrt:ant for me to unierstan:i an:l for me to observe 
because I was sittirg essentially outside of the group in many 
ways. If they unie:rstood fine. If they didn't just fine ••• What I 
wanted them to experience was what they experienced. In order to 
make their relationship with their physical reality, i.e. goirg 
back to the thing we talked about earlier, as actors beirg part 
of a physical reality, uh, that brings the truth into the 
situation. It brings, the -what you're tJ:yin.:J to present, a 
reality. I can't use another word. cam) S-6-p.2. 

His concern then, was not with group members tmderstarding the process 

but rather havirg a certain experience which would influence their 

inprovisirg: 

- '!hey come fran them, themselves. Arxi they were usirg them as part 
of themselves .•• So we can't go wrong from my perspective. If you 
are usirg yourself you can't go wrong. If you are tJ:yirg to 
build reality into a scene, if it's based on reality that reality 
is goirg to be there. cam) s-6-p.l. 

In fact, cam irrli.cated at another point that he had refrained f:ram 

descriliirg his i.ntetxled process to group members on the basis that 

they might intellectualize about the process rather than enterin.;J into 

an experience. 

In light of these statements it is most interestirg to note that 

when asked in the interview about ha« group members were doirg, cam 

replied: 
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- '!be last five inprovs have been just really exceptional in tenns 
of the. • • No it's exceptional period. By aey, aey st:.arx1at:Cs. 
Inprovisinj is sanetlrl.rg quite, quite different fran other kin:1s 
of theatre skills. Ani, uh, amateurs, professionals, there's 
really no distinction. Arr:f cast couldn't do arry better than these 
guys are doinj. cam) S-6-p.l. 

Although cam did not make these stat:enents to group members 

fonnally in a lcu:ge group, or at arry other time in my presence, group 

lllf3!J1i:>ers themselves ~y experienced sane sense of success. 

'!hey did continue to express ambiguity with respect to content of 

the play ani process, on cxx::asion: 

- How often do you have to do this so you oore or less knc:M what 
you are doing? Am) S-6-(Fieldnotes). 

Nontheless, ambiguity group members experienced appears to have been 

t:enp3red with a sense of concrete progress through their interactions. 

Most importantly, there are signs that durincj this period at 

least a few group members began to contemplate the possibility of 

ambiguity being a necessacy part of such a process. Data analysis 

inli.cates that at least the "serious actors" began to relate ambiguity 

with explorinj ani to link explorinj with a significant part of their 

actinj processes. 

In the September sixth conversation, cam ani Anna suggested that 

a sense of stumbling around in improvisation was necessary for 

arriving at "the essence of an experience - of being there". In the 

interviews a few group members expressed a similar perspective on 

process: 

- Yeah, we had to go through all that tl1in;J to have it be, "''Ibis 
means so much to you. ' 'But you mean oore • • " [She is describing 
a subtext which emerged through her IOOSt recent l~y 
improvisation with Allie. ] You have to work through sanetllin;J in 
order to find it. cam) S-6-951. 
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-We started with four people. What -we had Eileen, Jcryce, ard 
they qat their characters ani they couldn't get into them. Arrl 
the scene wasn't right ani it started out as four being trapped 
in a train station during a Sl'lC1I1 stonn. • • Arrl we were ~ 
to reminisce ard it tumed into just me ard Jessie in sanething 
cxmpletely different... But you know, when you get there, you 
look back ard say, "Gee that's a weird process". But you never 
would have qat there without the other. Jay) S-13-p.25. 

Sane g:tQJp members began then to share this aspect of cam's paradigm 

ooncemin;J the necessity to tolerate sane ambiguity. 

Based on data analysis ani data ctisclosed herein, it is apparent 

that group members did tolerate considerable ambiguity about process 

during this pericxl. '!hey had a number of meetings without expressing 

intense senses of breaking points as a group. Prior to the last 

meetin) of this part of the process, however, group members did 

experience a breaking point. 

Emel:ging Shape Of Group Members Interactions. Breaking Point Actions 

D.lring the series of meetings fran the errl of August through the 

remainier of the project, in the press to act, to create the play 

g:tQJp members continued to experience breaking points. Yet, in 

contrast to the orgoing dissonance which had plagued them in their 

first meetings their breaking points as expressed in the lazger group 

were relatively few in number. 

D.lring the entire pericxl fran August thirtieth to October fourth, 

there were two breaking points which group members seemed to 

experience JOOSt intensely. Group members experienced one during the 

four meetings included in this "subprocess", group members experienced 

the seconi durin) the next stage of editing. 
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a) Breaking Point Clarity 

- I don't think Lyle e~er could really un:ierst.ani the concept of 
what~ were tcyinJ to do. Um. Ani that's not a fault. At that 
time you know it was frustratin) for e~eeybody to have Lyle 
arourn. Ani I think it was the right - I still feel ~ did the 
right thinq to ask him not to be in that project. Maybe I could 
have hardled it a little better. • • • I think he was, you know, 
11Give me a script, am rr::JW I'll act. I just want to act". Eil) 
N-27-p.J. 

At the meetin) on September fifth cam distributed the first 

script to group members. D.lrin;J that meeting participants seemed 

quite elated. '!heir e~ening concluded with laughter over group 

attenpt:s to create a title for the play. It was with great c:xnt.rast 

then, that the next meetirg began with cam•s announcement that Lyle, 

one of the members, had been asked to leave the project. 

b) Indications Of Discomfort 

'!here ~ sane difficulty in reporting details of group members' 

interactions connected to this breaking point for many of their 

related actions did not ocx::ur at fonnal meetims. I was privy to the 

infonnal small-group discussion at which Eileen made her decision to 

ask Lyle to leave the project. '!his discussion was not taped. An 

annotlJ'lCe.lle was made at a fonnal meeting which was recorded. I was 

present also at a secon:i infonnal disolSSion following the fonnal 

meeting. However, those present made brief allusions only to the 

situation. Several group members did refer to the incident in later 

interviews. Interviews with group members were barely begun at this 

point. 'lhus my contact with Lyle was limited to three meetims am a 

small part of the workshop which he had attended. 
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An additional difficulty in providin:] details of group members' 

interactions cxmcemin;J this breakin:.J point is the sensitive nature of 

this incident. For ethical reasons of confidentiality, data sanples 

related to this series of group members' interactions have been 

limited in the body of this VJOrk. 

Based on data collected, it is apparent that on September fifth 

arxl sixth Eileen had been contacted by at least four other group 

members eJq>ressin:} frustration with Lyle. Eileen then contacted Lyle 

for the pw:poses of askirg him to leave the project. rata analysis, 

derived f:ran the sources of data outlined, in:li.cated that through 

their experience of breakin:.J point several group members had cane to 

discover sane c:::onm:n assunptions about behaviour internal to the group 

which they found disturbing. 

rata analysis suggests that sane participants' emerging concems 

with respect to interactions internal to the group included: a) sane 

fonn of cxmnitment to their theatre procesSP.s, for exanple, 

willin:jness to work was expressed in tenns of willin:jness to do 

research, ilrprovisational work arrl to lean1 lines; arrl b) a fonn of 

general behaviour when c:reatin:} collectively - being respectful of 

others ~ed in the process. 

'!hose who expressed concerns suggested that they did so on the 

basis of Lyle's cxmnitment to the project arrl their ability to work 

with him. I had observed on ocx::asion that sane group members 

resporxied adversely to his comments arrl contributions. In particular, 

759 



sane experienced irritation when he engaged in making jokes to one 

side at a volume sufficient to disturb others duri.rg large group 

diSOJSSion. 

However, prior to group members • breaki.rg point it was nry 

inp:r:ession fran field obse:l::vations that if there were tensions related 

to Lyle they were relatively low key am on a plane with other 

"tolerated" concerns ani ambiguities. For example, sane participants 

joked with Lyle himself, about "killin:J him off" early in the play as 

"the son who went to war". 

Data suggests, however, that one incident occurri.rg at the 

eveni.rg meetin:J of September fifth set off a flurry of complaints. At 

the eni of the eveni.rg group members held a 11brainstonning session" to 

produce a title for the play. 'Ihe session was marked by boisterous. 

shoutirg, am nuch. laughing. D.lri.rg this session, several 

participants interpreted Lyle's actions as m:indcking, making fun of 

one of the other group members. (I did not observe this activity.) 

Based on this interpretation of his activities, at least four group 

members were so upset that they spoke with Eileen about bein:J upset. 

It was at that point that Eileen, as producer, detennined to do 

sanetllin;. '!hen, duri.rg the day of September sixth she spoke with 

Lyle ani asked him to leave the project. 

Prior to doi.rg so she had consulted several, but not all group 

members ani she spoke with cam. Her decision ani her actions were 

then described fonnally to all group members at the meeti.rg that 

night. As Eileen's course of action had occurred outside of the 

meeting, cam assumed a role of "Senecan reporter". 
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- Okay, we had a really interestirg event today. One of our, 
alioost group members, was asked to not. • • to no l~er 
participate. Ani uh... 'lhat 1s right. It turned out that 
several people TNere concerned about his attitude here. Arxi it 
was disrupt.irg, generally dis~ the group. Arxi uh, so the 
producer made the decision to ask him to leave. Ani it was a 
really difficult thin; to do. Because uh, how do you tell 
saneJ:xXIy that a whole bunch of people didn 1 t want him arourxi, 
because he was causin;;J an urdefinable kirrl of trouble. Arxi, uh, 
[pause] we did the best we could. D:> you have anyt:hirg to say 
Eileen? S-6-911-14. 

At this p:>int there was a long pause. When I quickly scarmed the 

circle JOOSt people were lookin;J off to sane distant p:>int or down at 

the floor. I observed several group members make eye contact swiftly 

with another person in the circle, then avert their eyes. cam broke 

the silence. 

- Too many people have made too nuch of a conunitment to the 
activity here. tnl, but there was just a tension. I could feel 
it when he walked in the room. It was like· a little screw got 
batten down a little bit. Evecybody got a little bit tighter. 
Ani there wasn't quite the looseness that happens ••• He was here 
not enough. Or he was absent enough that the difference was 
quite observable. An:i even though you may not have noticed it 
yourselves, but it was there. [Eileen speaks so quietly the 
taperecorder did not pick it up. Jessie then speaks in an 
equally nuffled voice. '!here is a 1~ silence. '!his part of the 
session ems with cam speaking once IIX):re after a long silence.] 
Any other feelin=}s? (cam 1 s question is met again with silence. 
Sate people continue to look down at the grourx.i or off into the 
distance. cam continues.] Where's Jim? cam) S-6-915-19. 

Group Members' Response 

Group members did not directly address the issue again fonnal.ly 

du:ri:rl;;J this meeti:rl;;J. '!hey proceeded to improvise arrl act out various 

parts of the script. However, manifestations of their exuberance died 

with the inception of this discussion. Field observation ani 

interview data irrlicated that many participants had not been aware of 

Eileen's actions before cam • s quiet announcement. several group 
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nenbers expressed a sense of dissonance fran the experience. One 

member expressed her experience JOOSt explicitly: 

- I was kini of surprised when they asked Lyle to leave. • • • Well 
I felt it was quite abrupt. Participant) o-4-p.6. 

- I don't know' what went on to tell you the truth. I just heard he 
was m.imickin;J different ones or sanethirg am this am tnat. But 
there was so nuc:h fooling aroun:l goin;J on arr:JWaY. I didn't know' 
if he was tllat 1l1lCh w:rse than the next person or not. Nobody 
really said. Participant) Q-4-p. 7. 

Significantly, although JOOSt participants expressed experiencing 

a breakin;J point durin} this time, all were not experiencin;J a CXJltillL)l1 

breaking point. rata suggests at least two different cues for group 

members' experience of jarred meanit'gs. First, whatever the nature of 

Lyle's actions, sane experienced enough concem to take action. Based 

on data analysis, these were breaking point actions for sane. 

As producer, Eileen, apparently judged this to be a breaking 

point of sufficient proportion that she felt corrpelled to respord. 

Although she did not expressly articulate this, fran interview 

statements of others am irrlirect references, it is ITr:f impression tllat 

she was IOOSt concemed with conflict anx:mg group members jeopardizin;J 

new fourxi direction with the improvisations am the script. Her 

action was consistent with her earlier pledge to remove 

"administrative" problems fran meetin;J agen28 so that the actors 

could get on with acting. 

On the other han:l, many group members apparently experienced the 

announcement of her actions as a breaking point, however quietly they 

expressed it. Several concems were raised through small group 

disoJSSions. 'Ihe previous quotation imicated that there was talk 

outside of the fonnal meetings, "I just heard he was ••• " Certainly 
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participants speculated about what others were feelirg am what might 

happen next. SaDe thought about alternative routes which might have 

been taken. 

- I think it left a lot of people were worrlerilxj, "Am I next, or 
what?" Participant) Q-4-p. 7. 

-'!hey didn't say, "Lyle, look this is what we see, this is what we 
feel, we're givilxj you another chance ••• Honestly, because a 
person deserves a secxni chance to prove that they can do it. 
Participant) S-16-p.14. 

In interviews several who raised the subject inli.cated that they 'WOUld 

have preferred the route of di srossion. 

cam inli.cated in an interview that he regarded this as a decision 

for the group. He interpreted the situation as follows: 

- It 1 s okay, you can make excuses for somel:x:rly who is pullirg their 
weight am is disruptive. But if they're not pullirg their 
weight am they're disruptive, there's no roan for that. • • cam) 
S-6-p.4. 

- But, if you don 1t know 1 if you Ire lleW' to the group am you don't 
know the etiquette, you can't do it, or be sensitive to it. You 
don •t do it. Arrl Lyle is just insensitive to group feelirg. 
S-6-p.J. 

'!here was a secxni, infonnal. small group discussion about the 

situation inmediately after the meetirg. Group menbers made sane 

fleetirg reference to the incident when socializirg. Str~ly, they 

spoke of concerns both "internal" to the group arrl "external" to the 

group. 

With respect to internal considerations those speaking were 

generally supportive of Eileen's actions. '!hose speaking were anag 

those she had consulted before taking action. At this point, these 

group members alluded vaguely to frustrations with work.in;J with Lyle 

as an actor. In att:enptilxj to cane to tenns with the experience cam 

asked whether Lyle had participated in the workshop exercises wherein 
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gzoup members shared their ci)jects am described the objects• personal 

ilrportance. He had spoken of the exercise as significant in terms of 

brin::Jin::J people together as a gzoup. It was determined that Lyle had 

missed. the exercise, c:x:mi.rq later. 

one brief reference was also made at this time to "external" 

oonsiderations. Since Lyle was one of the participants who came fran 

the CCIDliilllity, they might experience sane future trouble fran the 

CCIDliilllity. '!he topic shifted swiftly back to their anticipation am 

speculation about the script to be developed fran recent 

inprovisational W"Ork. 

A meetirg was scheduled for September seventh, the day after the 

incident. While group members seemed to be somewhat· quieter, their 

interactions were parallel to those of previous meetings. 'lhey 

cxmtinued to W"Ork with the script. '!he W"Ork very much relied on the 

script as a reference point. Improvisational W"Ork done by group 

members hereafter was primarily for the pn:poses of fleshin; in am 

fillin::J in the gaps of "that which existed". 

b) '"!be Bulk Of It Is '!here": Fleshina out. Fillina In And F4itina out 

-We'll leave that for now. Because that was, its so close now. You 
definitely got ••• the bulk of it is there. cam) S-25-1128. 

'!he previous segment provided a generalization of group members • 

processes in creating scenes. 'Ihat segment outlined apparent steps in 

group members "goal directed inprovisations". Although group members' 

interactions suggest that each scene eme:r:ged out of a similar 

series of exchanges, yet, with each scene there were also variations 
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in group members' activities. In other words, the process was not 

precise in tenns of "steps" or the anomt of time required to create 

what woold be accepted eventually as a scene for the play. 

'lhe title of this segment reflects the study's continued enieavor 

to describe group members' main focus in their activities durirq this 

series of meeti.n;;Js. More specifically, this title refers to their 

COlliOOll desire for conclusion with respect to writing or creatirq a 

scene, canbined with a future sense of "polishing'' work to be done. 

Fditing in tenns of polishin:.J work tended to mark a shift in group 

members' interactions towards a strong focus on perfonnanca aspects of 

acting rather than creation of the play. (Polishing aspects in group 

members' acting intercharges will be explored in additional detail in 

the segment which follows.) 

Dlring these meetings of mid September, urxier cam's direction 

group members foun:l themselves focusing on fleshirg out ani fillirq in 

scenes. Roughly speaking 1 rocst of their :brprovised scenes went 

through a fleshirg in process through group members' interactions 

during seven meeti.n;;Js, fran September seventh until approximately 

September twenty-seventh. However 1 there were scenes wherein they 

were e.rgaged in this process prior to this time ani ones which 

required this work after this pericxl. 

Dlring this series of meeti.n;;Js 1 while group members' focus lay 

mainly with their acting activities, several noteworthy chan;Jes 

occurred. In tenns of chan;Je concenrl.ng the size of group, several 
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people joined the project durin:] the seven meetings. Althalgh cam 

coold not att:ern, at September ninth group members met to continue 

work at somes developed. 

At that time Eileen introduced two new people to the project. Jo 

had been initially involved with the project and had gone away on 

holidays. She returned to the project as stage manager. Arthur had 

been invited to participate as well, although it was not entirely 

clear in what capacity. He had hoped to act in the play, but 

eventually joined the SOlll'rl and light:in:J crew. At the next meet:in:J, 

on September thirteenth another person joined the project, Bill who 

was to participate as an actor in several scenes. 

Fieldnotes suggest an interestin:J contrast between this "influx" 

of people ani the influx associated with the all-day workshop. In the 

earlier incident, it seemed that those joining at that time were a 

part of what brought a sense of group to the project. All of those 

associated with the project urrlerwent a process of fonni.ng a group at 

that time. In contrast, at this point, these three people experienced 

enter:in:J or be:in:J absorbed by "saneth.irg" extant. In this sense their 

caning served to affinn a sense of group in tenns of internal and 

extema1 qualities. 

· In addition to changes with respect to the size of group, other 

changes emerged gradually in their activities. '!his was a pericxi 

durin:] which group members' actions changed considerably, yet subtly 

so, shift.irg fran an ~is on creatirg the play toward an ~is 

on perfonni.ng ''it''. '!his transition was extremely subtle insofar as 

explorative act:in:J was required for two distinct activities. '!hey 
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were writirq t.hralgh act:in;J exploration. '!heir acting exploration was 

also necessary for p.n:poses of detennining how to present what had 

been created. 

What was JOOSt striking about this process of shiftin;J fran a 

focus on creatirq the play to perfo~ "it" was a parallel shift in 

group members' experience of emergirg structure. As they IrDVed toward 

concem with perfonnance, the meetirx]s became more ani more 

"rehearsal-like". For example, on September thirteenth cam announced 

that there would be no new inprovisations, that they would work with 

what they had. In fact, no entirely new scenes had been inprovised 

for at least one meetin:.J before that. 

With the ccrnin:J of a script ani "a stage manager'' on September 

sixteenth, a rehearsal schedule was drafted. cam had requested the 

schedule ani had asked for a "call Board" so that notices of schedules 

could be posted ani thereby made available to cast ani crew. 'Ihese 

transitions were all reinforced with Eileen • s announcement at the 

September sixteenth meetirq. She stated then that only cast members 

were to sit in a circle on the stage at the begi.nnirg of the meeting. 

'Ibis request concemin:J the circle marked a most important 

cha.rge. Since the all-day workshop, most meetings had begun with 

group members CXEing together to sit in a circle for announcements ani 

dj srussion. At the September ninth meetin:.J, even in cam • s absence, 

group members had adopted this as a starting point in addition to the 

circle story exercise. As inticated in the next segment concemirg 
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group members • breaki.rg point actions, one member even expressed 

uncertainty as to what to do after that point. "We did it. How dumb. 

We don't know what to do after this. 11 (S-9-1050.) 

After this transition at the September sixteenth meetirg, group 

membe.rs did not generally begin meetin:]s with circles. '!hey began 

with working on "the first scene" on the schedule. (See the 

Appen:i:i.ces, Section One for sanples of rehearsal schedules.) over the 

next meetin:]s, the process of working on one scene ani then another 

became llDre ani llDre fonnal., particularly as the larger fratne"tllrk was 

created in the secon:i ani third versions of the script. 

'!here were several inplications arising fran a shift towanl 

rehearsal-like structure. Eileen • s announcement concem.in:.J the circle 

beirg limited to cast members, signalled a general change in treabnent 

of the stage space. Fieldnotes of the period suggest llDre fonnal.ity 

about when ani for whan it was appropriate to be on stage. For 

exanple, when inprovisations were being taped for purposes of creating 

a script fran them, Irrf at.ten:lance to the equipment durirg an 

inprovisation was frequent arrl "nonnal.". However, as perfonnance 

became the focus, although the tape might still be used for script 

revision purposes, it became llDre "intnlsive" to step into that space 

when group members were actirg. 

To urrlerstarXl this shift it is important to recognize several 

shifts which created a change in ambience. First as previously 

described, the rehearsal schedule brought with it a focus on small 

group work. Generally, the group as a whole was no longer present for 

an entire meetirg. In addition, there was less of a sense of many 
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small groups ~rkirg in various locales. In other ~ros there were 

f~ focal points, ani less hubbub generally other than through sane 

g:raJp members • antics perfonned during breaks. 

In earlier stages the ~rk of exploration had been joint, with 

cam facilitating their process of exploration based on his 

professional expertise. As they 11¥JVed toward perfo:r:mance 

considerations, cam began to direct on a line by line basis. '!here 

was less djsoJSSion even between the actors ani himself. At this 

point often there were no other g:raJp members sitting ani watching as 

an audience. If other group members were in att:e:OOance, there were 

few in number ani they were frequently occupied with small group 

dj scussion about costumes or other ''backgrouni" work. 

Most importantly, with a shift toward perfo:r:mance, I had the 

impression that the entire stage had became the focal point, the big 

picture. Previously, the focus had been placed more inmediately on 

exchange between the actors. In :inp:rovisational acting, where they 

were actually physically~, ani a small space around them, 

constituted the stage or the space with which they were workirg. 

ruring "rehearsals", however, cam was lookirg to "the big picture", 

their actions within the entire space. Whatever the purp:>se, 

includirg changing the tape or ll¥JVing the equipment for proximity 

sake, stepping into the stage that had became a big picture was to jar 

that picture. 

Consistent with the stage as the big picture, there were mo:r:e ani 

more technical implications. 'lhese surfaced as singularly significant 
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in the third subprocess an:l in dress rehearsals. Nonetheless, 

lightirg of various parts of the stage, an:l sane props began to appear 

in the third week of Septembers. 

Distinctions between their processes focused on creation of the 

play an:l focus on presentation of the play may be better urxierstoocl 

through general description of their e.ne:gin;;J p:rocesses durin:.J this 

period. Although there are sane parallels between steps outlined in 

" .. still' Imp:rovisirg" an:l those which group members' interactions of 

this period suggest, there were also considerable changes with their 

eventual shift towards perfo~. 

Description Of Process For Fleshing In And Fillim out SCenes. Actina 

'!he study has disti.rguished between the first three (August 

thirtieth to September seventh) an:l this mid series of meetings 

(September seventh to the twenty-fifth) of this stage. '!he primary 

distinction considered was a strorger emphasis on improvisational work 

in cam•s an:l group members' activities dur:irg the first three 

meetin;Js. '!heir work was directed towani creating a core set of 

scenes, a1m::>st like a rough draft with pieces still in outline fo:rm. 

With this series of meetings the larger framework was virtually 

carpleted, with the exception of a conclusion for the play. In other 

words, durirg these later meetirgs they established how many Acts 

there were to be, how many scenes ard the approximate 1~ of the 

production. 'lhe framework for nnst scenes were also detennined. In 

addition, their interactions suggested a growin;;J concern with 

perfonnance towani the errl of this series of meetings. 
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Ten generalized steps were provided in the previous segment to 

describe processes in which cam ani group members engaged to create 

additional scenes after the all-day workshop. Many of these 

activities became canpressed or sped up given group members' ~ 

familiarity with process. Sane steps such as "'!be Beginni.rgs Of 

Technical Work" received a slight increase in attention as perfonnance 

gradually became a ll¥)re inportant focus. In addition, sane steps were 

altogether different as they shifted to filling in parts of scenes 

during these latter meetings. 

An ex.anple of this has been briefly described previously. '!be 

seventh step referred to as "the Script" changed between the last set 

of meetings ani these. Rather than shifting fran improvisational work 

to having a script as they had done in the three meetings at the 

beginning of September, during this period they changed fran 

developing a script to a process of revising "the" script. As well, 

group members' "Reflection Of Process" (the tenth step as described) , 

did nat re.ocx:ur during these mid September meetings. 'Ibis may have 

been one nany changes eventually pranpting group members' breaking 

point actions during this period. 

However, as described, nany of their interactions during this 

time did include steps in which they had engaged during the first 

three meetings, ani which became canpressed through their interactions 

in these meetings. 'Ibis passage proffers an overview of this 

canpressed aspect of their processes. Parallels with process of the 
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first three meetirgs in this pericxi begin with group members' 

diffia.ll.ties in proceedirg with attenpts to add lines ani c.harge 

lines. 

Generally, in this stage cam had them do a scene at least three 

times in a rc:M, workin:.J on various aspects of the scene. At this 

point in their processes he had them reinforce what they had done by 

repea'tirg their actions on their own. As well, he asked sane actors 

to work on parts of the scene on their own. 'Ihese interactions 

closely resembled "steps" blo, three, am four described in the first 

three meetirgs as ''Mid-Improvisation Gap" I "Getting Unstuck" I am "Go 

am Work On '!bat". 

'!here was, as well, an incident during this time resembling 

"Variations On A Team" (referred to as step five) • On the evening 

that Bill atterxied for the first time, cam announced that Bill \tlOUld 

replace Jay in the Train Station Scene. (Since this particular 

incident praopted a "quiet breaking point", a nore detailed 

description will be provided in the segment which follows. 'Ibis was 

not to be the only incident of such substitution am as in the 

previous meetirgs, it required sane adjustment for those leaving the 

role, those remaining in the roles ani those taking on the role. 

- You have to adapt the scene for you. (cam S-18-1095) • 
- Yeah for you it works. For Jay it didn't work. You're quite 

right. cam) s-13-1069. 
- She couldn't react to him the same as she reacted to Jay. When 

she did, it didn't work am she couldn't figure out why. So by 
askirg her to be aggressive, she had to react differently. cam) 
S-16-1402. (Interview). 

One of the assutrptions described in the previous segment as a 

quasi-step, "Going On": Continuing To Work On Emerging Scenes", 
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emerged fran group members 1 interactions in those first meetin:js. 

rurirq these meetllgs, for the nost part group members continued to 

operate on the assumption that through their acting, they were 

developin;J a scene which would becane part of the "final" play. 

However, it was also during this time that they cancelled plans 

for new scenes. 'lhey had di saJSsed the poss:ibility of a Olrisbnas 

scene. It was dete:nnined not to proceed with improvising it. In 

addition, cam am group members 1 began to consider scenes am parts of 

scenes they had developed in order to detennine whether the scenes 

should remain in the play. For instance, during this set of meetin;)s 

they decided to drop one of the scenes which had been developed during 

the all-day workshop. 

In the workshop cam had respon:led with favourable comments about 

characters being created for the ''Mr. McDJ.ff Scene". However, actors 

world.rg on that particular scene appeared to be uncertain what to do 

in developing the stoeyline. As well during this series of meetings 

Eileen in:ticated that someone else ought to be placed in her role as a 

nurse because she did not i.nten:l to act. With the limited enthusiasm 

the other actors had co~ the scene, they detennined not to 

pursue it. Work on the scene ceased. 

Creation of the first script during the September fifth meetin;J 

was described as a seventh step in that substage of their processes. 

A parallel "step" during these meetllgs of mid September was the 

creation of revised versions of the script. cam continued to toodify 
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the script baSEd on group members actin:J throughout this period. 

'lhe ten steps previously described became CCilpressed as group members' 

creation of the play shifted toward an emphasis on revision. 

'!heir interactions in revision, however, reflected a gradual 

shift between revision for the pn:poses of creatirq the play am 

revision in tenns of actors' perfonnances. '1he focus of this segment 

is how they proceeded to revise both inti vidual scenes am the larger 

framework of the play. 

l.) Processes Of Revision Concerning Scenes 

Consistent with focus on group members' activities, the first 

part of this description dwells on revisions they made in tenns of 

creation of the play. 

- Orientation In Group Members' Activities Towani 
Creation Of '!he Play '1brouqh Acting 

In an interview inmedi.ately prior to this set of mid september 

meetirgs, cam described both his process in creatirg the first script 

am future direction he expected to take in tenns of a process of 

revision through group members' actin:J. 

- I see all the elements therein to ma1drg a good scene. So for me 
to take the basic stuff am much of the dialogue am to reshape 
it am add little bits of transition here or there is a 
relatively sinple task. We'll start working immediately on 
what's scripted. '!he version I •ve typed. • • Just to make sure that 
it's there. cam) s-6-1381. 

When the first script was distributed to group members they began 

to read am then act from it going through the work scene by scene. 

Initially, no specifics regarding how they would proceed were 

provided. However, cam gave a more detailed account of his 
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assunptioos conc::emirq processes in which they were ergaged when one 

of the participants, Jessie, lldicated that she was not clear what it 

was they were SUR;XJSed to be doirg in acting out the script. 

- What I TNCUl.d like yoo to do is what you are doing right naN. Ik> 
as 1lUCh of the scene as yoo can - cam) (Jessie internlpts him as 
he is beginning the latter sentence.] What's that? Jes) Well what 
these people are doirq naN is like changing lines. Making them 
too:re canfortable. After yoo•ve read them a couple of times am 
worked them a couple of times do it again. Shake it all down. 
Work them all out. cam) s-7-1045-46. 

Revisions to the scripts then, were to be developed based on group 

members 1 exploration of the scenes as the scenes had taken new fonn 

through the first script. 5 

"Shake it all down" came to mean, through their interactions, 

acting out the scene with a view to detennining whether they as actors 

felt canfortable with the scene - whether their sense of the 

characters am the situation they had developed through improvisation 

continued to be convincirq to them am cam. In addition, as they were 

to focus on this experience as actors, cam had the opporb.mity to 

experience the scene as represented through their actirq. He brought 

to this process a particular set of concems in tenns of creation of 

the play. 'Ihese included concerns with the flow of the scene am the 

impact of the scene. 

cam•s concerns with the flow am impact of scenes appeared to be 

balanced between small elements Of group members I interactions am 

large elements in tenns of how a theme or meaning would unfold for the 

audience. 

- It seemed to go awfully quickly. Yeah, I was just t:hinki.n:J, did 
we miss sanething? Jes) I don •t think so. Rob) '!here has to be a 
little bit too:re developed. cam) s 25-1-.82. 
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- Do it again. Okay. I want to listen to it. Ani this t:ime, play 
with it a little bit. You're nlill'lii¥J through lines like they're 
turned on by a tap. S-7-1036. 

- We' 11 probably give you a lot toore business. Little t:hinjs to 
do... Serve yourself a cup of tea ani spill it ••• We'll keep you 
active ani her static. S-16-1.38. 

- But I still think the cleverest inprov arrl the cleverest art is 
the one that's JOOSt unexpected. Ani yet when you think about it, 
its the logical oonclusion. I love liste.nin:J to Mozart. Mozart 
never goes down the same road. Yet where else could it go? cam) 
S-16-1395. (Interview) 

- I don •t feel an overriding necessity to chan.;Je [I interpreted 
this to mean saoething or anyt:hirg in a scene he was observin;J as 
director. ] A large number of my decisions are sinply made on the 
tedmical aspects, so ••• cam) s-16-1398. 

At first, JOOSt of the errphasis appeared to be on adding to the 

play, fillin;J in gaps, embellishi.rg. Many of the gaps to be filled 

within in:lividual scenes were transitions from one theme or series of 

interactions to another. As well, work on establishi.rg a begi.nrrl.rq 

arrl an eniirq for each scene was part of their concerted effort. 

A cxanparative overview of their process in goal directed 

inprovisational work arrl their work in fleshi.rg in the scenes has 

suggested parallels in process. 'lhe study has suggested that group 

members' steps were prinarily compressed during this subprocess. 

Unlike their very first inprovisations, this new work was constrained 

to the extent that it was int.emed to fit within what had been 

developed. otherwise revision of the whole scene was required. on 

ocx::asion, in fact they fourrl themselves revising whole scenes or 

chan.;Jin;J at least the inflection of actions in a scene. 

Exploration in tenns of partial scenes resembled in the main what 

participants had been asked to do in the original in'provisations. cam 

'NOUl.d ask them what they felt like saying or doing, havin;J assumed the 

character arrl at least part of the situation. 
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- Yeah, I wool.d take Irrf book back? Jes) Yeah. I would think so. lb 
it. cam) s-25-1124. 

- What's yair first reaction? cam) s-18-2. 01. 

In later meeti.rgs cam also suggested a line or action to the actor to 

see what he or she thought. 

- Maybe that's yair pmch-line, ''What'd you think - it was Irrf 
hired man?" cam) Okay. Jim) I'm not sure. Does that feel better 
for you? cam) Yeah, I think it would. Jim) TJ:.y it. cam) 
S-27-1243. 

'!his ~ to be an abbreviated fonn of "all talked out". cam 

wool.d then encourage them to try doin;;J or sayin;;J what they had talked 

about if he did not disagree. One participant descrfbej this part of 

the process of inprovisation as she experienced it: 

- You just have to let your ilnagination go further ••• Jes) You 
really do. cam) Really fast! Jes) s-7-1040. 

cam used various words to encourage their exploration, incl\.ldin;J 

suggesting tryin;;J out varying intensities in actions. }lbch of his 

effort seemed to be focused on continuin1 to explore after initial 

efforts had been made: 

- Play with it. cam) S-18-1. 38 
- Try it. cam) s-27-1243. 
- Push it. Be abnonnal if you have to. cam) s-7-1037. 
- ret's take it one step further. ret • s add sanething 

cam) s-27-1242. 
- But go for it. Yell, scream, rant, rave. Have fun with it. Have 

lots of fun with it. I.ook for peaks am valleys. cam) s-27-1245. 

On occasion, he would suggest bypassirg an attenpt to articulate what 

one felt like doin;;J. '!his appeared to be the case JOOSt often when one 

actor had taken the initiative to explore sanething diSOJSSed am cam 

wished to maintain impetus through the other actor's response. "Don •t 

think. Respon:i!" (cam S-18-Fieldnotes.) 
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cam ani the actors frequently conferred after they had explored 

thro..tgh goal directed illprovisations. 

- B.tt it certainly helped you canin::J in. No question. cam) Yeah. 
'!hat charges it totally. Jes) Yeah for you it works ••• cam) 
S-13-1068-69. 

Generally, it was cam who asked of them what the actors had 

experienced, what they thought ani felt about the iinprovisational 

work. 

-What do you guys think? Does it feel better?" (cam s-25-1.66.) 
- Okay, you fix it then. '!hat 1 s fine with me. [She laughs a 

little.] S-13-1071. 

However, cam did not always do this, ani for a period of time a 

question arose about group members 1 canfort with content. ('Ihe 

segment which folla.vs conceming group members 1 breakin:.I point actions 

offers additional consideration of this aspect of their interactions.) 

If cam ani the actors seemed satisfied with the work or they did 

not question the work, they would "keep it". '!he work would be added 

as a revision to the script. 

- '!hat's a lovely transition. Great! Let 1 s keep that. 
cam) s-7-1042. 

- Now I like that. Insert it. cam) S-7-1042. 

However, if the first exploration attenpt "did not work", did not 

appear to fit or make sense, or to affect them in the desired way, 

then exploration continued. '!his paralleled group members 1 experience 

with "Getting stuck" in their first improvisational "WOrk. 

Described in "Anchored Ananie", one method cam used to encourage 

group members to explore a scene was to ask them to be "concrete". 

cam would ask the actors to describe concrete details either of their 

character or sane aspect of the situation. 
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- What luggage do ycu have? It Is shape? Do you pick it up? cam) 
S-18-1095. ['lhis is paraphrased in part since he was st:an:tin; 
sane distance fran the taperecorder am a few of the ~ were 
not absolutely clear. ] 

'lbere were rare cxx::asions when a stumblixg block was not overcane 

through actirg at the meeting. 

- When we left off with this - we left with a blmch of question 
marks. Arm) S-23-1120. 

Most often cam would take responsibility at this point for attenpti.n;J 

a solution. ''How I'll work that, I'm not sure." (cam S-16-1. 71.) A 

very few of the participants were "allowei" or took the opporb.mity to 

wmk on a major stumbl~ block on their own at this point in time: 

"I'll do sanethin;J. I'm just go~ to leave it here." (Arm, 

S-30-1172.) 

Process included in this description thUS far has addressed cam IS 

am group members' additions to the script. It has thereby neglected 

aspects of their process related to revision or editing in terms of 

:raoov~ material. Although neither cam nor group members 

specifically articulated criteria for editing, data analysis yielded 

at least two bases for cutt~ out bits of scenes. 

Dlr~ this time cam appeared to have been observ~ group 

members' act~ out the script repeatedly to develop a sense of what 

he detennined did not fit, what was jarr~ or distracting generally. 

When an action or statement did not fit with his sense of the scene's 

direction he asked the actor to rencve the line or section by 

refra~ fran doing it. Sanetimes he would ask to substitute a line 

or action immediately or the actors would be invited to explore. 
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A secon:i basis for editirq was anjuably a part of the first. 

Sane aspects of scenes wm:e reooved or changed because they wm:e 

historically inac::Dlrate, anachronisms an:i thereby jarred the meanirg 

of a scene. Observation of these Jd.ros~ of problems in content wm:e 

raised by both cam ani group nenbers. 

'!here was a key element which cam increasirgly addressed in this 

period of editirq in which they wm:e shifting between creatirq the 

play ani perfonn:in:J it. 'Ibis basis fc1r editirq appears to have 

merged editirq in tenns of actirg for purposes of creatirq the play 

ani actirg for purposes of perfonn:in:J the play. 'Ibis was a focus on 

"sub-text". cam described sub-text in aL number of different ways to 

actors when directing them. 'Ibis inclt.:lded asking the actors to create 

movement to suggest sub-text: 

- 'Ihe ·problem as the scene is writt.Em now, we're talking the text. 
In other words you shouldn •t be stating this stuff. People don't 
talk about it. '!hat's why I threw the peas in there. Peas is 
talking about a whole bunch of stuff. 'lhe meanirg in what you're 
sayirq with this stuff canes back too:re a little at a time ani 
that 1dn:i of stuff. If you want tc» say sanet:hirg, don •t talk 
about the t:hirg you • re doirg, tall~ about sanet:hirg else while 
meanirg what you • re doirg. or move~. Don •t say it, move it. Do 
sanet:hirg, take a bani. You kncJr..l. Do sanet:hirg physical which 
will represent the words. • • camm:IIlicatirq the real meanirg other 
than by usirq the direct words. Us;irg the direct words just kills 
it. cam) s-7-1039. 

- I want you to ccmnunicate all that: stuff without usirq those 
words. S-16-1.57. 

'Ihese quotations exenplify the quality of merging play creation ani 

perfonnance. 'Ihe lines were being changed ani concurrently, aspects 

of the actor's perfonnance were being considered. 

Significantly, it was not always apparent in group nenbers' 

interactions When sub-text was beirq created, or sinply beirq made 
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explicit rather than inplicit. cam frequently began with ask:i.rg 

actors to express explicitly either what their character was feeli.rq, 

or what that scene's sub-text was. If the actor could tell him (which 

was not always the case) am if cam agreed he would invite them to 

express those feelirgs in an action or a statement. 

If cam disagreed he suggested the sub-text he experienced, am on 

occasion he also suggested an action to inply the "sub-text". In a 

few instances 1 he alSO walked on stage am became the character to try 

out the action or experience suggested. In other words, havin; 

articulated sub-text through various means, they would explore how 

best to express subtly the sub-text in the scene without stating it. 

'!heir exploration included creatin; whole new actions am statements, 

or IOOdifyinq those already being done. 

For instance, cam•s description of sub-text suggested actors use 

of action to portray a certain state of :mird. 

- ]):) saneth.in:J before you speak so we know the guy is an invalid • 
. . . I want you to look at him in such a way we can see there • s no 
recognition. let fnlstration show. cam) S-7-(Fieldnotes) 

In addition to usi.rq actions as a method of reflecti.rq sub-text 

cam also suggested techniques in dialogue. For instance, he asked 

actors to talk about someth.in:J seenrlngly ~' but with incongruous 

intensity to oor:rvey an un:ierlyi.rq significance. other suggestions 

included use of partial statements, am a sense of ~e in timi.n;J. 

As previously described, when group members worked on sub-text, 

aspects of their work affected both the content of the play am their 

performances as actors. '!here were other aspects of the work which 

also led them to focus on their perfonnance. 
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- orientation In 'Iheir Activities Toward Perfo:rnance '1hrough Acting: 

'lhe study's description of group members' shiftirg orientation 

fran creation of the play toward perfo:rnance, emerged fran several 

sources itcl'lldilq a statement by cam duri.rg this period. When bein;J 

interviewed cam suggested two different aspects of their work. He 

ra.tghly divided them into two separate activities. 

-Well, there's a script there now. We just start rehearsi.rg. cam) 
S-16-1392. (Interview) 

His statement suggested a relatively clear division between these two 

aspects of the work. Yet the two aspects appeared to continue to be 

linked for him as this quotation from the same occasion irrlicated: 

- I don't feel an overriding necessity to change ••• [He refers here 
to his criteria for revising the script. In the context of the 
entire interview I interpreted this to nem that he changes 
sanething mainly when he feels an overriding necessity to change 
it.] A large number of my decisions are sinply made on the 
technical aspects, so. • • What we can do technically with the 
talent that we have to tell this story adequately ani clearly. 
Arxi uh, so a great many decisions are based on that. cam) 
S-16-1394. 

In addition, these two aspects of the work appeared to be blerded in 

group members activities for several weeks. Despite havi.rg a script 

at this point, cam speaks on October fourth of produci.rg a "final 

draft" of the script for the stage crew. '!hey continued until then to 

embellish sane scenes, re-work others, ani create an en:ting.) 

With the introduction of a script, group members' interactions 

did change strik:irgly. As described in prior segments, they relied 

upon the script. '!his affected both their ability to inprovise parts 

of scenes ani their perfonnance. '!heir actions were stilted because 

they were reading the words off of the pages. 
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cam had predicted this problem. He articulated the problem, 

however, primarily in tenns of concem with perfonnance. cam spoke of 

''breathin:.J life back into the work" on a rnnnber of different 

cxx::asions, ani in a number of different marmers: 

- '!he :flm is done. Now the effort is putting it back into a kim of 
inspirational form ••• Do them with seemirxJ conviction. cam) 
S-13-1064. 

- You're runnirq through lines like they're tumed on by a tap. 
cam) s-13-1064. 

When interviewed he suggested at least one process inten:ie.d to assist 

actors in rediscx:werilg intense treani.ng in the play ani in their 

actions: 

- It's like when you •ve been doilg a play for so long you eni up 
being bored by it. • • But that 1 s not to say, uh, you can 1 t 
rediscx:wer the reality of a situation. You just drag out sate of 
the original things you had to make the play or to make it real 
for yourself. You go through them again. Yeah, that • s possible to 
:repeat that ••• in an abbreviated form, that process. 
cam) s-6-p. 2. 

In addition to work on sub-text of the play, when directing 

actors 1 perfonnance, cam asked actors to "physicalize", or to 

establish clearly in their own :m:iros where unseen parts of the setting 

were. '!hat is, they were to concentrate on seeilg or making concrete 

for themselves places ani objects which they were miming. He 

apparently asked actors to do this for several purposes. 

First, he appeared to rely on this as a technique for making the 

situation "real" for them once 100re. Instead of "dragging out sate of 

the original things", he asked actors to drag out or make 100re 

concrete the illusive, imaginary aspects of their setting. 

Secord, he also asked them to physicalize in order to embellish 

or enrich aspects of their perfonnance so that they would establish 
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for the audience, the "real" quality of their mime, am the enotional 

state of their character. 

-We'll probably give you a lot 100re business. Little things to 
do. • • Serve yourself a cup of tea am spill it ••• We' 11 keep you 
active am her static. S-16-1.38. 

- Pick your spot. Either its this nail or this nail. But I want you 
definitely to relate to the same place each time. S-27-1241. 

cam directed actors' PtYsical DlJVement for several pw:poses in 

addition to physicalization. Another of the pw:poses has been 

described previously, expression of a scene's sub-text. cam directed 

group members in tenns of conveying e.rotional state through the volume 

am tone of their voice am in the speed am ano.mt of their DlJVement. 

In addition to these, cam also advised them on basic physical 

techniques so that the audience might hear am see them, unimpaired by 

distraCtion. As part of this direction he was also making certain 

that no one through their actions shifted focus from whatever was nost 

ilrportant about a scene. 

- Play it a little bit smaller. cam) S-18-2.17. 
- Ikn't upstage yourself. Be open so we can see. cam) S-7-1033. 
- A1loost upstage him. cam) S-25-1.29 
- We haven •t had a chance to look at you. Take a beat to look at 

it am then go. cam) s-25-1.30. 
- It has to be bigger. '!hat's the look make it bigger. S-27-1131. 

cam 1 s instr.uctions of this type were to increase am continue through 

the dress rehearsals. 

'!he description in this segment conveyed important elements of 

prcx:::ess related to cam 1 s am group members • work on individual scenes. 

'lhroughout all of this activity, cant's work included continued 

developnent of the play 1 s larger framework. 
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2) Processes Of Revision Concerning 'lhe Play's Framework 

At the August eighteenth meetirg cam had expressed his role as 

one in which he would "strin.J all of those stories into sane kin:i of 

cohesive shape" (A-18-528) • Hlch of his TNOrk emanated fran this sense 

of role. In the first meetin:Js of September cam had been cxmc::ezned 

with developin.J a beginnin;J arxi a ''bin:Ier'', a theme arxi an outer 

framework to bini the iniividual scenes into a play. D.lrin} the mid 

September set of meetin.Js cam continued to work on creatin.J a 

beginnin;J arxi the play's outer framework. 

Prior to September thirteenth, scenes in the script were all 

based on group members' improvisations. cam had only added arxi 

reshaped their scenes. On September thirteenth he requested that 

group members' attenpt two scenes which he had "pre-constru.cted or 

scripted". In other words, this work began to vary fran earlier 

processes in that the work was not created through group members' 

improvisations, but through cam • s efforts to create opening arxi 

closin.J scenes as part of the larger framework. 

'!he first scene created by cam arxi through his direction opened 

with two men settin.J up a telegraph pole. 'lhey referred to this as 

Goetheim station. 'Ihis scenario was followed by two wanen, apparently 

aboriginal people, who stared at the pole arrl who talked of leaving 

this place of the "singing trees". 

After these brief scenes had been acted out, cam then directed 

group members in creating a hmnan train. He placed them in various 
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positioos ani asked them to "chug" across the stage. '!hey entered 

fran one side of the stage ani exited on the other. Jay was asked to 

announce that Goetheim was the next station. 

cam directed them through this scene. He told actors where to 

stan:i, what to do, ani what to say. Jessie ani Allie appeared to be 

sanewhat uncan:fortable with the idea when called upon to speak with a 

Cree accent as two aboriginal people detennined to leave behird the 

"sin;Jin;J tree" • 

As cam literally arrarged group members into a train, ani then 

asked them to IOOVe across the stage, group members snickered ani 

laughed about their train. '!here was sane groaning arrl sane playful 

~ani shcvin;. Significantly, even durin; the followin; meetin; 

sane group members worx:lered about the human train arrl how it looked. 

- You want us to do this? Participant) (It was difficult to 
detemine fran the tape who asked this question. ] No. I •m not 
kiddin;J. cam) [Inmediately after one participant asked Jim how 
it looked. Jim was the only actor present who had not fanned 
part of the train, for he had been working on the lightin;J.] Did 
it look like a train? Ior) Very gocxi. Jim) S-16-1080. 

'!he next in the series of opening scenes created at this point 

oonsisted of group ~ as "pioneers" recitin; a poem about the 

"hanestead quarter'' which referred to the title of the play. '!he poem 

had been written by a few of the wcm:m in the group. cam had the 

group begin to recite the poem as a piece of choral work. 

'lhese scenes emerged as the beginning of the play. '!hey 

established sane of the daninant themes in the play. cam had assumed 

responsibility for the majority of the scenes' creation. He directed 

them without relyin; on their exploratory, ill'lprcvisational process. 
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- I wish \Ve had Allie ani Anna. I •ve taken all the inprovs ani 
worked on a rough structure. . . Ani I •ve decided that the stuff 
that Allie ani Anna did could basically be used as a rough. Ani 
everyt:hj.n; could be shoved in it. cam) s-13-1060. 

cam continued to take responsibility ani authority for creating the 

overall framework of the play. He did this in a variety of ways which 

included di.rec::t:inJ work on creating an enli.ng in later sessions. He 

also began to concentrate on imividual scenes in relation to the 

laz:ger framework in tenns of content ani timing. It was apparently 

with this in mind that he fostered sane additional inprovisational 

work after this point. 

-Well what do you think? Is there nore there? We barely 
re-establish them. S-16-1. 40. 

Creation of both transitions within scenes ani transition fran 

one scene to another also became a concem for him. "Any ideas how to 

get into it? Go fran SUsan to Joy?" (cam S-16-1. 61.) For example, it 

was because of such a concern, that subscenes of the telephone scene 

were created. '!hey were developed so that the scene would not be 

experienced as a series of brief, abrupt moments. Consideration of 

framework was to continue to be a concern even through dress 

rehearsals, although by then virtually all of the work had been done. 

In an interview during this pericxi, when he was asked about heM 

he organized the scenes arx1 the structure of the play generally, cam 

described a definite framework: 

-'!he first half is all newspaper stuff ••• for the most part light, 
not ••• engaging fun. But then there's that series of i:rrprovs that 
are quite heavy. You can't mix the two. cam) s-16-1399. 
(Interview. ) 

- I shuffled them in tenns of pacing. cam) (He is referring to the 
series of scenes derived fran the "newspaper stuff". ] cam) 
S-16-1399. (Interview.) 
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'!here were b.lo strikirg elements to this part of processes in 

which cam ard the group were engaged. First, during this set of 

meetings I began to have a sense of how web-like the work was 

becani.n3'. As one decision was made with respect to one action or 

scene, the repercussions had to be traced through that scene ard 

others. Since adjusbnents emerged increasin:jly as significant in 

tenns of a focus for their actions, ItDre detailed description is 

provided in both the next segment ard the next Act-Play. 

A secon:i na;t important element of change for group members was 

associated with the cami.rg of the script ard the need to develop an 

outer framework for the play. Given that cam assumed this work as his 

responsibility ard given a shift towards ItDre rehearsal-like 

structure, cam came to make ItDre editorial decisions. '!his was 

reflected in their process in working on in:tividual scenes. '!he 

context of their process in scene creation is important for a an 

mnerst:an:iing of their interactions during this period. 

Details Of cam 1 s And Group Members 1 Emergina Process 

As their process in creating the play ani working on actors 1 

perfonnances was one of incessant halts, discussion, revision, ard 

replay, cam ard group members gradually developed a lanJUage ani a 

sense of ti.mi.rg for the work. Some group members swiftly developed a 

sense of processual language ani timing. others laboured with how 
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best to proceed. Whether· they appeared to respom with ease or with 

hesitation am ambiguity to cam•s directions, nonetheless, group 

members did not ask many questions. 6 

1) Ianguage For stops Ani starts 

In this process of actllg while urXier direction, of IOOSt 

immediate concem for actors was a need to dete:r:mine how one knew when 

to start actllg, and when to cease if required to stop before the em 

of the scene. Once one stopped in the middle of a scene, how did one 

know when to commence acting and where to begin in the scene? 

A set of lNO:rds ani phrases came to be used relatively consistently. 

'!here was sane variety. 

- Ib it again. Ib it again, okay? cam) s-7-1036. 
- Ib it. cam) s-25-1124. 
- Okay. [Depeniing upon the tone a simple, judging from group 

members' response to the W'Ord, an abrupt "Okay" seemed to inply, 
"stop doirg anything else ani listen or start". ) cam) S-18-1. 08. 

-Okay so let's try it. Who wants to do it? S-28-1.11. 
- let's go, take it fran the top. cam) S-27-(Fieldnotes). 
- Whenever you're ready. cam) s-16- (Fieldnotes) • 
- Ib it again please. You guys waitirg for anything? S-28. 2 1. 20. 
- I'm sorry I've got to stop you again. S-25-(Fieldnotes). 
- Try it. cam) s-27-1243. 
- And What's the line cue? cam) S-27-1241. 

As previously described many participants did not use this 

l~e because the language is a director's, that is it has a 

directive quality. '!hey did not have that role generally, rather they 

respcnied to direction. However, most participants, did develop a 

sense of when to start ani how ani where to start. Gradually, cam did 

not have to ask them expressly to stay and start as frequently as he 

had. 
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'!he actors began to do this of their am accord. For exanple, 

eventually g:roup members began to recognize the in'portance of 

beg:inni.rq farther back in tenns of the script once havirg been 

stc:pped. '!hey would then start dialogue several lines earlier. '!his 

provided an opporb.mity to see whether chan]es they were nakin;;J flowed 

SIOOOthl.y when incorporated into the "old material". 

If actors' sense of timing was not that of cam • s, he still gave 

them irdication of when to start ani where. He also used language in 

their excharges to evaluate where the work was in such process. 

2) Dissatisfaction And Beina Stuck (Ambiguity) 

~e of stops ani starts erneJ:ged fran a sense of :ne.cassity to 

chan:je sanething. Apprehension of problems came fran two sources, 

mainly, cam's experience of sanethinq jarring in the scene or g:roup 

members' gettirg stuck. When g:roup members became stuck, the problem 

became apparent through their silence or their hesitancy. When cam 

experienced a concern, this required language to acknowledge that 

there was a problem. 

- It's not going anywhere. cam) S-7-(Fieldnotes). 
- '!here • s nothing happening. No sparks. cam) s-18-1.12. 
- It's not working. cam) S-13-(Fieldnotes). 
- I'm not getting any sense of urgency. cam) S-18-1.15. 
-Excuse me, that line "John Haufmann" just does not make sense. 

You'll have to 'WOrk it in another way. cam) s-25-.31. 
- '!here's nothing there at all. cam) S-25-1.31. 
- '!he picture still isn't quite right. cam) s-28-1.10. 
- I can •t remember where we •re goirg to. '!hat • s where I'm mixed up. 

Jes) S-18-1097. 
- Well you don't know what's goirg on? I don't either. Jay) 

S-28-1146. 
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In addition to lan:JUage emerging for "dissatisfaction", they also 

began to express "satisfaction" with content ani proc;p::ess in the "WOrk. 

3) satisfaction/Progress (Certainty) 

satisfaction was expressed on both a short term basis ani a no:re 

lon:J term basis in cam • s ani group members • interactions. Both of 

these expressions of satisfaction are described herein as expressions 

of "interim" ani "final" satisfaction. 

- "Interim": 

As their process included a rotational approach to working on 

scenes, group members • would do a scene a mnnber of times ani then 

another scene would be done. At sane point, then, they would leave a 

scene to go on to another or finish for the evening because there were 

problems which apparently could not be resolved within the timeframe 

or there was "interim" satisfaction with what inp:rovements had been 

made. 

- We '11 leave that for l'lOW. Because that was, it • s so close ncM. 

You've definitely got the... the bulk of it's there. cam) 
S-25.1 .89. 

- 'lhe:re's lots to work with there. cam) S-7-(Fieldnotes). 
- '!hat's goc:xi. '!here's sanething there now. cam) S-18-2.17. 
- It • s okay. It looks much better. '!here • s sanething happeni.n:J 

here. cam) s-25-1.40. 
- It's getting there isn't it? cam) s-25-.66. 
- I think we'll leave it. It's so close it's there. I think we'll 

add a bit - at the top ani a couple no:re physical pauses. cam) 
S-25-1.25. 

- It's okay. It looks much better. '!here's sanething happeni.n:J 
here. cam) s-25-1125. 
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cam's expressions of satisfaction on a temporary basis grew 100:r:e · 

frequent as this series of D3etings progressed. In meetirgs toward 

the erd of September, cam also began to express satisfaction with a 

oo:r:e "final" ring. 

- "Final": 

'!here was a difference in the 'WOrds cam ani group members used to 

express satisfaction of a 100:r:e final note. In addition to use of 

different 'WOrds, there was a distinction in their tones of voice 

associated with oore final satisfaction related to a scene. '!hey 

expressed "final" satisfaction with excitement or quiet pleasure which 

seemed reserved for this experience. 

- That really plays. cam) s-25-.1 
- It reads. cam) S-23- (Fieldnotes) • 
- That 'WOrks a lot better. Eil) S-23-.58. 

When cam expressed such satisfaction with a scene, this appeared 

to signal for that scene a distinct shift toward focus on elements of 

perfonnance. Dlrin;J these meetirgs, however, he did not express this 

sentiment frequently in relation to the scenes. It was in the next 

series of meetirgs he was to do so. 

JBta analysis suggests that expression of satisfaction with a 

oore final sense to an inlividual's satisfaction was not achieved with 

all scenes. '!hey became pressed for time. In those instances, 

dissatisfaction ceased to be expressed ani an errphasis on elements of 

perfonnance signified a transition. 
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4) Iarg.lage Of Decision-Makim Processes Conceminq Scene Content 

Partiallarly in the first three meetirgs of this pericxl group 

members continued to do sane inprovisational work to fill in gaps. At 

that point they did not express experienci.rq beirg pressed for time; 

there was 100re opp::>rbmity for actors "to explore" generally. 

In later meetin3s when people were experiencirg sane time 

constraint, their djSOJSSion did not always take place. As previously 

described at this point cam often provided them with a direct 

suggestion. He also chose to outline a choice in applicable 

situations, thereby carvi.rq out sane certainty for an actor when he or 

she had no inbrltive first response. cam's use of choice as a 

directive technique continued through the dress rehearsals. 

-You can either do this ••. · or you can do that ••• but you can't do 
both. cam) S-18- (Fieldnotes) • 

- We have two problems ••• Jay) [Based on Jay's tone of voice am 
the context of the situation, I took this to be a satire of cam's 
use of the technique.] S-28-.69. 

- Play it one way or the other... go with one of them. cam) 
o-7-2.51. 

In meetin3s after the middle of September, cam began to shift 

responsibility away from actors' taking the time to ''work ~ out 

on the stage" as Anna had described the process. More frequently he 

began to add am edit out. Sane type of editing cam refers to as 

"fixes". (He fixes it usually.) 

- I think I •m goi.rq to rewrite this scene. cam) What are you goi.rq 
to do with it? Jes) I'm going to fix it. cam). S-13-1070. 

sanetimes he would discuss this with group members before doing so, 

am on occasion he did not. 'Ibis practice continued in meetirgs after 

this pericxl as well. 
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- I'm goin:.J to have to think about that a whole lot. cam) 
S-13-1068. 

- No keep goin:.J, I'll edit. Q-4-1185. 

Rather than t.aJd.rq time in a meetin;J to explore, they did save 

time durirg later meetings by havin:.J cam edit scenes after the 

meetin;J. 'Ibis savin:.J of time, however, meant that at the next meetin;J 

group members' would J:eCeive another version of the script. As a 

result, these new lines would have to be me100rized after that meeti.rg, 

rather than usin:.J the follor«in:.J tooeting to reinforce what actors had 

developed themselves. In this manner two quite different processes in 

tenns of theatre ani decision-making were brought ~ether. 

'!he context of their overall process in scene creation was 

i.n'portant. In portrayin:.J aspects of cam • s am group members' 

p:rocessual experiences through their emez:gin:.J lexicon of scene 

creation, subtle shifts may be toore highly illuminated. In 

particular, shifts concemin:.J their decision-making processes about 

the play's content ani fonn were most significant. 

For group members, such shifts conceming decision-making, 

can.irg amidst so many other changes, caused them to experience 

ambiguity ani dissonance, rooted in blurri.rg paradigms of theatre. 

Decision-making concemin:.J content of the play ani various roles 

involved in process was once toore a source of breakin:.J points for 

them. Group members expressed experiencin:.J breakin:.J points on a 

number of occasions durin:J this set of tooetings. 
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Emerging Experiences Of Ambiguity An:i Ananalies 
Shiftim Shapes Of Group Members' Interactions. Breaking Point Actions 

turin:] the meetirgs in the first two weeks of September, group 

members' continued to benefit fran a relatively CCll'l'IOOnly held sense of 

inpatus. With each meetirg there was too:re concrete proof of "a play". 

Experienced ambiguity, ananalies appeared to be pressed into the 

backgrourxi with group members' experience of excitement, of i.Irpetus. 

'!heir sense of certainty appeared to hold the foregroun:l for JOOSt 

durirg the secom week of September. 

However, during mid September meetings ambiguity which group 

members' had been plShing aside began to slowly emerge with respect to 

several aspects of their interactions. turing meetirgs held in the 

third ani fourth week of September a rnnnber of breaking points were 

experienced by intividuals. As with the previous set of three 

meetirgs described as "still Improvising", JOOSt group members 

experienced at least one relatively intense bout of dissonance. What 

precipitated their experience of breaking point also varied with the 

participant. 

Within the first three meetirgs of this stage, group members had 

been involved in breaking point actions concenri.rg what was acceptable 

behaviour in the group ani decision-making process concenri.rg such 

issues. 'lhrough that experience of breaking point they appeared to 

focus on intemal issues JOOSt closely connected to a sense of group 

identity. 

'!his series of meetirgs beginning with September seventh brought 

a shift fran one orientation in process to another. '!hey 11¥JVed fran a 
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focus on creation of the play to a stron:.;Jer eq:ilasis on perfonnance. 

)t:)st i.np:>rtantly, this was reflected in a parallel shift fran a 

relatively collective decision-mald.rg process to one 100re commonly 

associated with "traditional theatre" - a hierarchical one with the 

director an:l the producer havin;J a daninant :role in various aspects of 

decision-makin:.J. In fact the :role descriptions the theatre club had 

provided reflected the latter orientation. (See Appentices, Section 

One.) 

Bl:"eaJd.rg points which group members expressed experiencin;J durin;} 

this period emerged mainly fran their questions an:l concerns related 

to various :roles in theatrical process. For exanple, in addition to 

their ambiguity concerning :roles of actors ani directors in 

decision-makirg, ambiguity concerning other :roles began to surface. 

With the atterrlance of Jo there was to be a stage manager. 

However, she was not clearly advised what her duties were since that 

:role had not been reconsidered in tenns of elements specific to 

process of creatirg the play. 7 

'lhe stage manager 1 s actions did not obviously an:l immediately 

affect at this point those who were actin;J, the largest group of those 

participatin;J. 'lbey did not directly experience initial dissonance 

concerning her :role. Although Jo expressed an intense experience of 

breaking point, her experience of ambiguity was mainly confined to Jo 

as the person erxleavorin;J to "ocx::upy" the :role of stage manager. 

On the matter of :roles other than actors 1 ani directors' , 

responsibility for costuming emerged as another breaking point 
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experierx::e. A breaki.rg point related to costumes - what was to be 

done, who was to do it emerged. However, this breaking point was 

experienced mainly by a few am only mildly by all when sane of the 

actors were obliged to ferd for themselves in tenns of costumes. 

('!his breaki.rg point experience will be considered in the next segment 

as pec.ple's methcxl of c::x:mrl.n:J to tenns with ambiguity concemirg 

costumes surfaced during that tine.) 

Breaking point experiences related to theatre roles other than 

actors ani directors were experienced, then, primarily by in:tividuals 

att:eltptirg to asstme the role. '1his might also be said of actors' 

beginning to experience a growing dissonance related to their 

activities as actors. However, since there were ten actors in the 

play by mid September, actors comprised a substantial majority of the 

group. As well, their acting, their interactions with cam were the 

primary focus of meetings. 

Given their numbers ard cira.nnstance, when the actors' 

experienced a breaki.rg point, they brought a sense that this was the 

group's breaki.rg point. Arguably then, those breaki.rg points 100re 

COllllOOilly experienced at this tine were disruptions of meaning related 

to process ani roles concerning actors ani the director in creating 

both the play am polished perfonnances. 

Significantly, group members' breaki.rg points concerning theatre 

process ani roles were most stron:Jly expressed during meetings 

when cam was absent. For exanple, when cam was not able to atterd the 

September ninth meeting group members began with the "story circle". 

However, there were many interruptions, laughing and joking so that 
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p:rogzess through the exercise was both slower am participants 

appeared to be less intensely involved than in past instances when cam 

was present. 

Apparently i.rnividuals experienced a difference in the effect of 

the sto:ry circle. One group member experienced sufficient frustration 

with this perceived c:harge in group members' interactions in cam•s 

absence to remark, ''Why does it work when cam 1 s here?" (S-9-1049) • I 

interpreted this expression of frustration as being linked with those 

who had thought initially that the group should have been capable of 

creatin] the play without relying on an outside expert. 

lllring this meetin] group members "played", as they were to 

describe "it" to cam at the next meetin]. Most agreed that they did 

not work as they had at previous meetings. '!here were sane 

i.rnicatibns that they were not sure of hart to proceed as a group after 

the sto:ry circle: 

- we did it (the sto:ry circle] • How dumb. we don 1 t know what to do 
after this. [It is diffio.llt to discern fran the tape which 
participant makes this carrnent. ) S-9-1049. 

lllrin;J the meeting on September ninth, group members' appeared to 

transfonn their ambiguity into a tenp::>ra:ry state in which sane had the 

opportunity to improvise unabatedly or "play" during the session. 

'!his experience did not escalate into an intense experience of 

breaking point for group members. However, through the next three 

meetings, September thirteenth, sixteenth, am eighteenth a strorger 

shift in process emerged which set off a breaking point meeting on 

September twenty-third. 
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At the September thirteenth meeting, cam produced a substantially 

revised script. Consistent with his umertaking to do so in his role 

as director, he had devised a script which contained a larger 

framework for the play. 'Ibis meant that group members did not 

participate in cam•s creative decisions to place one scene in 

praninence so that other scenes would be required to create additional 

framework. 

When cam produced this version of the script the group was still 

meeting as a group. on this cx::casion, however, they did not have an 

opportunity to observe all creative work associated with the play for 

Allie ani Anna were not there to do their parts. With the new script, 

their scenes had become the larger framework. In addition, there were 

new volunteers, Bill had been invited to participate as an actor.. It 

was on that evening that cam asked Bill to step into the role that Jay 

had developed in the train station scene. 

cam•s request was greeted with silence from participants. '!he 

fieldnotes suggested an experience of tension. 'Ibis was the first 

tilre it was apparent one might "lose" a role one had developed without 

voll.Dlteering to do so. Jay did not explicitly express experiencin:;J a 

breakirg point at that meeting or in a later interview. However, 

having interviewed Jay that day and remembering his excited tones when 

speaking of the part, I interpreted his silence arrl barely discernible 

"slump" in posture as inplying an experience of breakirg point. 'Ibis 

was eased slightly when cam asked Jay to assist in directin:;J that 

scene. 
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'Ibis decision to substitute Jay with Bill marked an orientation 

toward the director havirq mlllateral authority on aesthetic matters. 

It also inplied the placement of artistic value in a position of 

prilnacy aver one placirq collective decision-making as a priority. 

'Ibis orientation was reflected in one of the few statements 

acknowledgirq implications for Jay an:i offerirq sane explanation. 

'"'bis is the hard world." (cam s-13-1062.) cam also added that Jay 

had several other roles in which he "shone". 

Fran a theatrical perspective, cam•s decision was manifestly 

sanxl. Bill was nuch closer to Jessie's age. 'Ihe storyline suggested 

that the male character would either be slightly older than or of the 

same age as the female character. Bill was also larger than Jessie 

an:i this brought a physical tension to the scene which had not been 

previously evident. 

Beyorxl this issue concerning who would act in which roles in the 

play, some group members were experiencing a growing emergence of 

b~ points related to shifts in theatre processes arxl their 

roles. As previously described, their processes began with collective 

involvement in research diSOJSSion arxl in their first stages of 

improvisational acting. However, with the arrival of the first 

script, their process emerged as one of revision, adding arxl editing. 

'Ibis process of adding arxl editing came to involve primarily those 

workirg on a particular scene. 'Ihus a subtle shift toward small group 

emphasis emerged. cam tended to consult with the people in the scene 

concerning charges they were making through acting, or revisions he 

would make if they had not fourxl a "solution" to a stuck point. 
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- I think I •m going to rewrite this scene. cam) What are ycu going 
to do with it? Jes) I'm going to fix it. cam). S-13-1070. Just 
because I have my damn lines meoorized. [later in the dj scussion 
Jessie agrees to have the scene changed. ) Okay you fix it then. 
That's fine with me. [She laughs a little.) S-13-1070. 

'Ibis shift in erphasis away fran larger group decision-making was 

propelled further by additional factors. 

Sane dj so1SSion occurred anon:J the larger group at the beginnil'¥; 

of meetin:Js am after if they socialized. However, even these 

opportunities for gathering died out initially with the c::anirg of the 

rehearsal schedules. 'Ihe idea of rehearsal schedules was suggested to 

deal with specific concerns. 

cam had begun to express sane concern with limitations in the time 

~ to them am continued to do so periodically until the dress 

rehearsals were held. 

- Is there anything else we can work on? I wish we had trore time. 
cam) s-1s- (Fieldnotes) • 

cam • s concern with time appeared to be related to their ability to 

bring such a large group together with sufficient frequency. Although 

the following quotation derives fran group members' interactions at a 

later session, lenore's question irrlicates sane sensitivity to 

negotiatin:J schedulin:J meetin:J dates. 

- Oh, could we disruss Wednesday? len) Oh yes. It's a nice day. 
Jay) I'm just saying I've never asked for any changes ••• 
len) S-28-1139. 

Anna's an:i Allie • s absence at the September thirteenth meetin:J 

reinforced this as a problem. Since they were unable to atterd, no 

work could be done that evening on the series of scenes newly shaped 

to Create the outer framework of the play. '!hat resulted in several 
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days delay until the next meetin; date. It was thereafter, that a 

rehearsal schedule was set up. 

Abidirg by a rehearsal schedule had additional consequences in 

terms of group involvemant in decision-makirg arxi group activity. 

With the rehearsal schedule eq>hasis shifted to small group \tJOrk as 

previously described. In addition, group members had no qp:>rtunity 

to socialize, to dj salSS arxi raise concerns precisely when a shift in 

editin; process emet:ged. 

'!he shift fran large group decision-makirg process to small group 

decision-makirg process began to shift again. As tine grew shorter 

arxi shorter, cam began to edit more on his own from one script to 

another. As new versions of the script came out two concerns emet:"ged 

for group members who were acting. 

'!he first manifestations of a C01liOOil experience of breaking point 

c:x>ncemin.;J shifting process was expressed relatively quietly by 

in:tividuals. A few began to express concerns about :meiOOrization of 

lines. When a new version of the script appeared, group members 

expressed uncertainty about process. 

- Because I k:now the lines. I :meiOOrized them. I don't want it to 
c:harge at all. Jes) S-13-. 01 (Bar) • 

- I got that down. I hope they don't c:harge it. I'll be screwed. 
Jay) S-16- (Fieldnotes) • 

- I have to make a note of it because I always go away from here 
t.hinkirg, ''What? What?" Ann) Remember? I can't. Allie) What the 
hell did we do? Ann) S-27-1237. 

- Relax. Jim) I'm not relaxed. I don •t k:now what I'm goin;J to say. 
Jes) S-13-1068. 

One group member, Jessie finally expressed openly at least one 

aspect of confusion conceming shifting process arxi revision of the 

script. 
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1) Breaking Point C1arity 

-What do I do in between? Like usually when this happens, in 
between you me.toorize lines. What do I do rrJW? Jes) S-18-1102. 

'!he question Jessie was raising on a personal note was raised 

irxlirectl.y in group members' frustrated ccrnments when they did attenpt 

to me.toorize lines. 

2) In:tications Of Discomfort 

Jessie's query of cam signaled her recognition that processes in 

which they were ergaged were distinct fran the "usual" theatre 

process. Her concern with respect to changirg lines was couched in 

tenns of her role arrl her duties as an actor. '!he d:i scussion which 

follaNS imi.cated additional "cloudiness" concerning process. 

'lhe first audible response was fran Bill, her co-actor in the 

scene. I interpreted his reply as suggestirg that she practice the 

character's temperament as he perceived it. 

- Be bitchy. Bill) (He laughs am appears to be making a joke 
about practicing being in dlaracter.] I can't be bitchy. Jes) 
[She laughs.] Meloorize lines cam) - Just go over am over what 
he am I did? Try to remember. Jes) Yeah. cam) No but usually 
you have a piece of paper am you get sane.body am they read 
their lines am you... Jes) S-18-1102-03. 

cam•s first brief reply had served to raise additional inquiry. 

3) Response 

cam provided an additional response to Jessie • s questions. '!his 

response was ostensibly a clarification of process. However, his 

ccmnents also illmninated sane initial element of contradiction 

concerning the phrase ''memorizing lines''. 
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- You shouldn't worry about meoorizing lines. You guys know the 
lines ani I 'WOUld prefer that you just did it so often that 
~tever hit, ~tever worked, whatever felt best, you used. I 
wall.d be quite happy if no lines ever, eNer appeared on a piece 
of paper. cam) S-18-1105. 

On the heels of cam's latter cx:mnent, they leapt once toore into acting 

through one of the scenes. 

It is inportant to consider the context in which their discussion 

~. '!he scenes on which cam, Jessie ard Bill had been working 

were two scenes associated with the "Train Station Scene". 'lhese 

constituted two of the JOOSt highly ''worked" scenes of the play. 

Actors developing the scene were extremely familiar with the contents 

of the scene. 

'!his was not to be the errl of group members' concern with 

charging lines ard meoorization. Many group members were not in 

attemance ani therefore missed participating in this conversation. 

As llE!W' versions of the script surfaced, with toore charges in lines ard 

as time constraints became toore pressing, this issue was to emerge 

gain. 

In addition to a growing concern with lllE!IOOrization related to 

charging lines, there was a secorrl emerging concern. SeNeral group 

members began to express discomfort with the content of certain 

scenes. '!his experience of breaking point was IOOSt intense for 

several group members resulting in another breaking point meeting. 

Group members met on September twenty-third to review the contents of 

the play. 

804 



1) Breaking Point Clarity 

- I wouldn't say that. Joy) S-18-1098. 

With the new version of the script distributed on September 

thirteenth several concen1S \1ere expressed directly ani inli.rectly by 

some group 1lS1i:ers about what they \1ere bei.rg asked to do. It is 

interesti.rg to note that when initially reflecti.rg on their "symbiotic 

process" with cam, one group member inli.rectly predicted the 

possibility of a brealdrg point ~ disagreement on content. 

- Arxl yet if your view'S of what was happening with our things \1ere 

totally negative or opposite to ours, I don 1 t. • • we couldn • t 
acx:ept it. So you are obviously ferreting out inp:>rtant 
things. • • Arm) S-6-963-65. 

2) Iniications Of Discomfort 

'!here \1ere to be four main concerns raised about emergi.rg 

contents of the play. As previously described, cam had been taking a 

mre daninant role in editi.rg with the pressure of time. '!hey had 

also agreed with cam at the August eighteenth breakirg point n-eeti.rg 

when he described part of his role as director ani writer bei.rg: 

-My job is to string all of those stories into some ki.m of 
cohesive shape. We may not see that shape til latter stages. 'Ibis 
is not unusual for any theatrical en:leavor. cam) A-18-528. 

However, two of group members • four concerns came fran cam • s 

constructed beginning. As previously described these \1ere scenes 

which group members had not inprovised. '!he scenes constituted the 

larger framework upon which cam had worked. When cam oJ:ganized them 

805 



into a human train for one of the openirg scenes, sane expressed sane 

surprise an:1 discx:Jnfort at that time. As previously iniicated they 

looked to others for approval when do~ the train: 

- Did it look like a train? Ior) Yeah, very good. Jim) Soun:Is like 
a train? Ior) Very gocxi. I.ooked like a Via Rail. I was really 
inpressed that last time. Jim) S-16-1-.20. 

Creation of the train was reminiscent of sane group members' 

abjections at the August eighteenth • s meetin;J c::oncernirg actin;J as if 

they were an abject, a tree or a saw. No direct references were made 

to those earlier di srussions c::oncernirg distinctions between acting 

for themselves an:1 acting for an audience. Group members did not 

"register'' direct abjections with cam, though joking protestations 

were made at the time. 

In addition, Jessie an:1 Allie iniicated sane hesitation in 

play~ the two women looking at the telegraph pole. '!hey appeared to 

be mildly reluctant to use Cree accents, but did not expressly refuse 

to do so when first asked to take on these act~ roles. 

Two other concems arose about two scenes which had been 

developed through group members • inprovisational work. In the case of 

the two scenes developed through inprovisation, group members had 

directly expressed to cam sane discomfort with the scenes. Olanges to 

one of the scenes caused particular anxiety. 

cam had edited the ''Nurses" scene without hav~ discussed the 

content beforeharxi with those in the scene. '!his was not problematic 

when people were happy with the changes, which was the case generally. 
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In this instance cam had filled in a gap. His addition was disoovered 

when lenore read J~'s part in the scene because Joyce could not 

atterd the September sixteenth meeting. 

cam had added in lines for Joyce descri.birg her tooSt embar.rassilx1 • 

experience as a yamg rnrrse. When Ienore read the lines for the first 

time, she hesitated. 'lhere were several tentative, surprised SOlll'Xiirg 

laughs fran the audience. Jessie protested at the time because cam 

had based the embar.rassirg incident on one she had experienced. 

Jessie had described her experience at a social gatherirg, not 

duri.n; an inprovisation. She irxlicated to cam that her statements had 

not been made for the purposes of placin1 them in the play. 

- '!hat was "off the record" tape. You said it. cam) Relax. 'Ihey're 
good lines Jim) S-13-1.19. 

A few thought the lines were an entertaini.nJ addition as Jim's 

response suggested. 

At the meetin1 which followed, held on September eighteenth, when 

Joycs came to the lines she was apparently reluctant to have them in 

the play. 

- Okay t· though you wouldn't have any trouble with it. I thought 
you'd think it was ftmny. cam) I wouldn't say that. Joy) [She 
laughs a little.] I don't care if you'd say that or not. I 
thought you'd have fim sayin1 that. cane up with another opening 
embarrassilx1line. '!hen you don't have to say it. cam) S-18-1099. 

Nothirg more was done concerning the lines at that point. '!his 

incident, however, was key in pronptin1 the Septelnber twenty-third 

meetin1 durirg which several charges were to be made. 

Previously, durirg inprovisational work, one of the key criteria 

for actin1 had been whether actors were comfortable with their 
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dlaracters', their lines ani their actions. cam had encouraged each 

ooe to express their feelirgs ani then to act them out. Work related 

to the sub-text in scenes had revolved arourxi ''what they felt they 

would say or do" as a dlaracter which had emerged fran their personal 

experience ani u:rder circunstances which they created through 

inprovisation. Distinction between person ani character was not 

always made clear as this cxnversation taken fran a later session 

discloses. 

- Sane of these TNO:rds in here seem fake. Deb) • • • What' sa matter? 
cam) It looks fine. cam) okay. Deb) Why does it soum - What did 
you say? Fake? cam) Yeah, fake. Deb) Why? cam) Well because I •m 
going, '"!hat's worrlerful". '!hat's what girls did back then. Jim) 
I don't. Deb) ••• It just doesn't look canfortable for you. cam) 
S-27-1288. 

cam ani Debbie p:roce.Eded to have a di SOJSSion about historical 

roles of wanen as related to the sub-text of the scene. She decided 

to continue in the role leavin; the dialogue untouched ani appeared to 

be canfortable with what she was doin; once she began to wear part of 

her historical costume. '!hat instance was consistent with earlier 

process wherein personal comfort was a criteria for c.harging lines. 

'nle incident conceming the Nurses scene, then, was unusual ani 

clearly signaled a c.harge in editing process. 

'nle fourth concern eme:tged fran initial questions related to the 

Wheat Pool Scene. In contrast with the tllree other sources of 

concerns for group members, some group members were concenled because 

this scene had not been revised. Fran the first day when the scene 
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was iJiprovised references were occasionally made ~ the theme 

of "cattiness" in the scene. '1he meeting of September twenty-third 

provided sane group nenbers with an opportunity to dlange the scene. 

3) Group Members I Responses 

cam was apparently unable to atterd the meeting of September 

twenty-third. I was not present when the decision was made to nm 

thralgh the entire play with the notion of reviewing it to deal with 

sane of these concerns. Data analysis in:ticates that this decision 

emerged between the meeting of September eighteenth arrl twenty-third. 

As producer, Eileen was one member who, in consultation with 

others, had a major role in detennining the direction of the meeting. 

- • • • we' 11 take this opportunity to go through the entire script 
so we can see what's wron;J am we want to dlange. cause I know 
there's sane things you think are [inaudible) ••• arrl you don't 

. want them in. Eil) S-23-1108. 

On the basis that Eileen was one of those involved in shaping the 

meetin;J, the study has quoted substantially fran an interview with 

Eileen wherein she spoke at length of the incident arrl how it came to 

pass. In that interview she referred to what appeared to be the 

primary concern which precipitated their breaking point actions, 

agitation related to the lines in the Nurses scene: 

- Either they wanted me to either take it directly to cam or they 
needed the consensus of the whole group. Arrl they might have 
stood up together arrl said, "We can't say it". But IDretta arrl 
Joyce wuuld have read that. Totally - Joyce might have backed 
down. I'm not even sure she would have. But if he had insisted 
they do it, totally against anything they wanted to do, they'd 
have done it. Arrl so that's really all that happened was that I, 
I felt that - let them 'WOrk it thralgh in a rehearsal. Eil) 
N-27-p.9. 
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It is ~to note, however, that she also hinted at a llDre 

mraaonly held concem, that they had not all been able to participate 

in obsel:vi.rg the entire play in proper order of scenes. '!his 

CX>llSideration was reinforced by Jessie's statement in an infonnal. 

private discussion with me after one of the meetings. 

- At, at that point people were feel~ k:i.rm scattered am wanted 
to ron through it all. - So about a week before we had set that 
day. Ani I really thought cam was supposed to be there. Eil) 
N-27-p.lO. 

- I thought about it. 'lhe group was scared. We needed to ron 
through it. • • needed to see it. cam didn't need to with his 
experience. Jes) S-28. 

'!here was a duality of p.npose in group members' actions at the 

meeting. Sane desired to ron through the whole play as a group; 

others had a concem regarding specific content. On that basis they 

proceeded. 

Prior to descrTh~ process in which group members engaged 

through their breakin:J point actions duri.rg this meetin;J, it is 

inportant to consider one additional camnent which Eileen made 

about group members' concerns. 'Ibis comment sheds light on their 

anxiety, once more with respect to roles in theatre process. 'lhey 

clearly experienced conflicting cienlarrls: 

- 'lhe man hilnself (she is referring to cam) isn't the least bit 
intimidat~. 'lhe knowledge he had was. We were afraid that if, 
- people were afraid that if you said anything, ani cam said, 
''Well, I don't have to spen:i Irrf goddam nights coming to Goetheim 
am get that kim of shit". • • we I d have lost our director. I 
think that was the intimidation more than the man. Eil) 
N-27-p.l2. 

On one harxi they did not wish to offeni cam. 'lhey clearly valued his 

assistance. However, once toore the issue of theatre paradigm had 

arisen. At least sane group members clearly included within their 
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paradigm the specific audience as criteria for what was appropriate. 

'!hey experienced dissonance with beinJ asked to do certain actions 

before that CCilllllJ1ity as audience. 

4) Process For Detennining Who Decides And How Olanges Will Be Made 

Initially group members simply began to nm t:hrough the play. 

'!he first two conce.ms were addressed swiftly, beirg in the openirg 

scene of the play. 

- Inii.an wanen •• Why can •t they be two wanen talking. Participant) 
S-23-1110. 

- DJes that train look as stupid as it feels? Participant) 
S-23-.11. 

With respect to Jessie ani Allie usinJ Cree accents they decided that 

they wruld suggest doinJ the few lines without the Cree accent or 

sinply take them out altogether. lbvever, when they came to the 

matter of the train there was no inunediate consensus. Sane thought it 

felt "stupid". others disagreed. '!his raised the question of who 

wruld decide what to c:han;Je: 

- Well I want sane other opinions. Participant) S-23-1110. 
- Ch yeah we're not slicinJ anything. What I was leamin.J was 

seeinJ it aver and I was goinJ to ask one of you to go out ani 
off stage. cause I want sanebody else to see what I saw. 
Participant) S-23-1112. 

On that basis the group did the htnnan train several times. '!hey 

repeated it as often as was required to give all those who wanted the 

chance to step off stage ani observe the rena~ group members 

perfonn it. 

Opinions expressed t:hroughout this discussion eventually 

in:ti.cated a consensus to "leave the train in": 

811 



- I have no problem with the train. 'Ihe train looks like people 
pre1:et'rlin;J to be a train. But that doesn •t bother me a bit. I 
think it's kin:l of amusing. Participant) I think it's a great way 
to open the play. Participant) S-23-1111. 

- It's not as pukey as it feels. Participant) S-23-1114. 

'Ihe latter ccmnent was established as a theme for group members. One 

participant repeated it stating, '"!hat's a classic" (S-23-1114). 

'1hereafter this line was used as a running joke, a theme on several 

. 8 occas1ons. 

As group members proceeded through the play they developed 

additional nuances of process. Concerning the two other scenes about 

which group members expressed anxiety, they began to articulate 

criteria for critiquing scenes. 'Ihe ''Wheat Pool SCene" generated the 

IOCSt discussion anong group members related to criteria for a scene. 

A'loorg criteria group members named, "relevancy" was the first. 

- I think it's relevant. Participant) Ik> you? I think there's too 
nuch cattiness ani there' not enough about the Wheat Pool. 
Participant) It's probably a lot more close to actual events •• 
that's not the ~ of this. Participant) No. Participant) 
S-23-116-17. 

It is :rocst interesting to note that relevance, ani "closeness to 

actual events" are not considered sufficient qualities to refrain from 

chan3ing the scene. It is suggested that the ~ of "this", the 

play, lies beyon:l these criteria. Unforbmately, these group members 

did not continue on to nake explicit their mrlerst:arrlin;J of the 

~ for this production. 

Based on data analysis, in particular group members' discussion 

about the conm.mity, the study suggests that they thought the~ 
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was to reach the CXJliilli.Dlity members. Portrayin;J that which might 

rem:in:l them of the past in a light that would embarrass cama.mi.ty 

members was what these group members hoped to avoid. 

In the same vein, durirg this process group members also 

diSOJSsed perfonnance am character. 

- I think the scene itself plays really well. You guys are carryin:J 
it off pretty good. Participant) S-23-1117. 

'!his pnase "plays well" was first used by cam~ '1hrough observirg 

several circumstances in which group members am cam used the pnase, 

I interpreted them to mean generally that a scene flowed, that "it" 

presented a "real quality" in terms of characters am situation. 

As group members continued to use this process, in addition to 

broad criteria for assessirg a scene, they also framed criteria for 

specific editin;J in terms of lines. Again, it is interestin;J to note 

that they relied on feelings conceming action in the scene. However, 

this time they were expressinJ a sense of what another actor ''would or 

wouldn't" do. 

- You wouldn't pnase it that way." Participant) S-23-(Fieldnotes.) 
- I don't think you would starxi there. Participant) S-23-.35. 

Notably, it was not entirely clear where person am character were to 

be separated in terms of what an inllvidual would or would not do in a 

scene. 

With this shift toward one actor suggesting what another actor 

might or might not do in a scene, there was a significant response 

fran group members. Once a change was suggested by anyone, it was 

also detennined that the person who should then decide on what change 

should be made was the actor who was playin:J the character. 
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- let Jessie - or however Jessie wants to say it. Participant) 
S-23-.39. 

nir.in; their "review'' process group members began to distl.rguish 

arxi to irdicate as well what was not available for consideration arxi 

c:::han;Je. '!hey did so by statin:J that sane areas still required 

additional lNOrk arxi were not ready for critique. 

-When we left off with this - it was left with a bunch of 
question marks. S-23-1120. 

Renarkably, in perfonn.irg the entire play without a director, 

through this process ani their group discussion it became apparent 

that participants had developed ani were continuing to develop a sense 

of confidence that they could do this. 

- I'm do.in; sanething in the kitchen. You just have to let that get 
established. Allie) S-23-1119. 

- Sane of us should be wanning up. Ior) S-23-1119. 

On that evening, group members enacted the entire play based on 

the JOOSt recent version of the script. It was the first time that all 

of them had had an opportunity observe all of the play thus far 

developed. By the em of their process they had revised the remaining 

two scenes of concem. 

As the quotation fran the interview with Eileen describes, they 

lNOrked on a few lines conceming an embarrassirg incident which they 

inserted into the Nurses scene for Joyce. '!hey also discussed the 

problem of the predaninant quality of cattiness in the Wheat Pool. 

One person suggested that there was a difficulty in the process of 

improvis.in; the scene. 

- Yeah this hasn't got anything to it anyway ••• facts ••• Like 
what's ha~. 'Ihe wrorg person ••• none of us knew anything 
about it, so ••• Participant) S-23-1115. 
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'lhe participant vaguely referred to an odd situation which was 

recognized once they began to improvise. In virtually all the other 

early inprovisations they had been structured so that a person who had 

researched a particular area was involved in the inprovisin;J. 

However, Joyr::s!, who had done a substantial anomt of research in the 

area of the Wheat Pool, happened to be absent on the day of that 

inp:rovisation process. 

Dlrin;J their first improvisation, "the scene" had been slow to 

start. '!hose who had volunteered suggested that they knew little 

about the Wheat Pool. cam had then irxticated the need for dramatic 

tension or conflict. Introduction of tension had taken the fonn of 

"cattiness" as sane group members expressed it. 

To rectify this perceived problem of limited infonnation or 

"facts" in the scene, group members asked Joya! to suggest additions. 

She did this in consultation with others in the scene. It is 

interestirg to note that despite this bein;J a farnrl.n; based ccmnunity, 

there were several irxtications that many group members did not in fact 

have a strorg grasp of the Wheat Pool 1 s pu:r:p:>Se. '!hose havin;J to 

begin the improvisation initially, without Joyce, declared that they 

did not know a great deal on the subject. Amorg those were several 

lorg-st:amirg members of the ccmm.mity. Although cc::mrl.rg fran a fann 

family herself, Joyr::s! had detennined to learn more. 

On this particular evening another participant appeared to be 

cc::mrl.rg to grips with the purpose of the Wheat Pool. Her reflection 

about the Wheat Pool emerged fran group members 1 discussion in editin;J 

the scene. 
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- '!hey were unable to sell it, eh? I suppose there was that problem 
too years ago. Ior) '!hey could always sell it but the price was 
always really la« in the fall arxi the snall fanner suffered for 
it. Joy) [Parcqilrased] S-23-1118. 

'lhe participant, loretta, was not only an actor in the scene, she arxi 

her husban:i had owned a snall fann in the cxmillJ'lity for years. She 

was considered to be a "typical" member of the cxmillJ'lity by many of 

those in the group. 

In summary, group members • process for the evenirg emerged as 

they "went along". Minor COncenlS with a line or two in a scene were 

quietly addressed. Four major concerns which several participants 

held emerged arxi were eventually raised arxi also addressed. 

'!hey dealt with these major concen1S primarily through the 

process cam had used. Participants ''worke3 through" a scene to decide 

whether there was a problem for them. If they experienced a problem 

they explored to discover alt:e.mative directions for the scene. 

- But, what happened was, I think that the group dynamics was what 
charged it. When we, when evecybody realized that we were all 
feeling that was a sort of disgusting line, but we were able to 
came up with sane that was suitable arxi was just fine. Like Joyce 
said to me, ''What can I say that • s embarrassing if I can • t say 
that? Arxi I don't want to say that?" Ani so we errled up with the 
stockings in the chapel. Ani that came out of, - that, that I 
think that it was the little bitty t.hi.rgs like -that, um, that 
were fraying on a lot of people. Ani when we talked about it all 
together we realized that, that we were makirg mountains out of 
sane IOC>le hills. Let's just simply make a charge, offer him the 
charge arxi he'd probably accept it because it was a sensible 
charge. Tell him you 1 re uncanfortable with what you 1 re doing, 
then offer him sanething else. Eil) N-27-p.9. 

Prior to leaving this segment it is IOOSt important to emphasize 

that not all group members experienced the same breaking points. For 
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exanple a few of the actors liked the scenes am the lines in 

contention. others had not experienced such intense concem with 

respect to content as those wi.shin;J to make changes clearly did. 

Eileen's description of their process suggests that when gnJUp 

JI'E!DibeJ:'s had an opportunity to cane together as a group, am to work on 

it together, those who had experienced intense concern were greatly 

relieved. However, gnJUp members' experience with breaking points did 

not entirely conclude with this meeting. 

In the instance of the prior breaking point meeting on AugUst 

eighteenth, group members had had an opportunity to begin the meeting 

with cam consulting them about what had transpired at the prior 

meeting. On that occasion, he had received no notification before 

atterrling the meeting of what gnJUp members had done. However, that 

was not to be the case with this breaking point meeting. 

One of the participants spoke with cam first, describing the 

meeting. '!his was in contravention to a general agreement that Eileen 

wcW.d describe the meeting to cam when next she saw him. Whatever the 

content am tenor of that conversation prior to the meeting of 

September twenty-fifth, cam am Eileen had a "falling out" for several 

meetirgs. 'lheir strained relations visibly affected the next three 

meetirgs. Eileen was much less accessible; she did not atteni nK>St of 

those meetings. 

'!here were also strained relations between Eileen am the 

participant who had gone to cam outside of the meeting. To these 

tensions was added Eileen" s familial support fran Debbie. '!he meeting 

of September twenty-fifth was considerably subdued. Even the 
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men who had begun to "play" ani improvise durirq breaks refrained fran 

doirq so. 

As group members went through the scenes, they included in their 

interactions met of the m:xtifications they had made at the prior 

meetinq. Sane of these cam observed ani did not change, again. 

others he suggested were problematic. However, he left changes to 

those in the scenes. 

- Excuse me. '!hat line ''John Haufmarm'' just doesn't make sense. 
You' 11 have to work it in another way. cam) S-25- 1123. 

'1he meetin:J on September twenty-seventh brought some rebourd in 

group members' apparent energy. Tension in group members' 

interactions appeared to be relaxing. However, this was not to be the 

case for long. '!here were few meetin:J times remaining prior to 

perfonnance. 

Dlring the three meetings after September twenty-seventh, cam 

directed group members in an effort to canplete editing ani to focus 

on polishing perfonnances. As they "rehearsed" more arxl more, 

additional elements were brought to bear in their actirq. For 

exmrple, they began to brirq the scenes together progressively through 

these meetings. 

- Starrl-by just means wait. Stand neamy. cam) Well let's just go 
starrl-by then. Jay) [He laughs.) S-27-1129. 

'!his explanation refers to the need for actors to anticipate, to 

be ready to begin the next scene when the scene on stage ceased to be 

rehearsed again at that time. 
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c) "It's Close": Shifting Focus. Fditina And Polishing 

- It's close. It needs sanethi.n:J, melody? cam) S-28-1.22. 

Although group members experienced breald.rq points interlaced 

with their "actin:.J i.npatus" throughout the meetin;Js fran August 

thirtieth to October fourth they pressed onward toward "perfonnance 

level" prcxluction. cam TNOrked with am directed them in their 

detennined efforts. Followin] the breald.rq point meetirg of September 

twenty-third, group members' camoon breald.rq point actions were 

limited so that there was little interference with their COil1lOOJl drive 

toward a carpleted script am a polished perfonnance. 

Group members' thematic concern of creatin] the play am 

polishing actors' perfonnance has been described in tenns of two 

subprocesses thus far. Emerging from data analysis these two were 

entitled a) " .. still Inp:rovisinJ • : Explorin] am Decision-Making 

(descriptions of meetings included those held on August thirtieth to 

September sixth) am b) "'Ihe Bulk Of It Is '!here": Fleshing out, 

Fillin] In And Fditirg out (descriptions of meetings included those 

held on September seventh to September twenty-seventh) • 'Ibis segment, 

"It's Close: Shifting Focus, Fditing And Polishing", details a third 

shift in cam • s am group members • emphasis related to their theatre 

processes. 

'!here were three meetings, September twenty-eighth, September 

thirtieth, am October fourth, durin;J which group members' 

interactions continued to build on efforts to complete a script am to 

begin to consolidate work with respect to actors' perfonnances. As 

always, these compartmentalizations of meetings must bear elements of 
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the arbitral:y. 9 H~, time was such a significant element in group 

members' interactions particularly with the deadline concenrlng 

perfonnances. 'lherefore, the study has enieavored to rely on stages 

as a generalization, choosirg activities ani concerns JOOSt c:x:moon to 

group members. 

several elements in cam • s ani group members • interactions set 

these three meetl.nJs apart fran the earlier meetings. First, durin:] 

this time sane made a pointed effort to have actors stop relyin:] on 

their script while rehearsin:]. '!his sense of timing seemed to be 

linked with the number of days before the first perfonnance. 

- can you do it without a script, Jim? cam) S-28-1144. 
- Jessie, know your fricking lines by Moroay ani be able to say 

them. len) S-28-1145. [Paraphrased.] 
- Please everyone, learn your lines. We will no longer allow 

scripts on stage. 'Ihe perfonnance is in a week ani a half. cam) 
S-28-1150. (cant announces this at the end of the September 
twenty-eighth meetin:] for those in · atten:lance. ] 

- No more scripts on stage. cam) s-Jo-.25. 

Secorxl, ani in sane contrast with early efforts to have group 

members cease to use their script on stage, cam in:licated at the 

beginning of the October fourth meeting that he wished to finalize 

creation of the play. 

- What I • d like to do tonight is to set the script so that when I 
cane on Momay I can harxl out the copies of the final draft so 
that the tedmical crew can mark their exact cue times ••• cam) 
Q-4-1180. 

'!here was a third element which emerged as an increasingly 

significant activity in group members' interactions. orgoirg work on 

lightirg intensified during this time. '!hey began to also work on 

"soun:i". Props ani costumes were being gathered. With these meetings 

nDre ani nDre of the "tedmical" aspects were being int.rcx:luced. As 
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cam•s statements in:ticated this was another purpose for a final 

script. 'lbe tedmical crew needed it for cues. 

Addition of "tedmical" activities brought increased canplexity 

to the task of sinultaneously assessing actors' interactions for story 

creation, maintairti.n; a script which reflected current story creation, 

am assessing their perfonnances. At this point 'WOrk on linkage 

between scenes had begun as well. 

What had not been apparent initially became suddenly clear with 

the burgeoning of layer on layer of inp:>merable detail. Every 

meeting framed en:Uess effort to adjust, to tune, to balance. 

Adjusbnent was relational in tenns of the stage as "the big picture". 

'lbe ''big picture" was now in a constant state of flux. Adjusbnents 

were not limited to the linear. Scenes prior to the one being viewed 

also had to be adjusted on ocx:asion after the fact. 

Description Of '!heir Process In F.ditincJ And Pol~shincJ. Actina 

cam • s am group members • camnon desire to produce a "final" draft 

of the script was pursued once toore during this set of three meetings. 

cam•s statement that he interned to "set the script" on October 

fourth, in:ticated that he thought they had not done so before that 

meeting. 

With the errl of the October fourth meeting JOOSt of the script 

remained static. Although group members received "new lines" to 

ll'BOOrize at the first dress rehearsal, these were the lines, including 

an errling, which had been developed at the October fourth meeting. 

'!here were still to be a few line changes after that. 
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As previously suggested groop me.I'Cbars were in a constant state of 

adjustment while actin;. Cbange in the context of acting was to be 

thematic for group members. '!hey also experienced change concerning 

the group. While the core groop did not change in number, one person 

was "substi:tut:ed" for another during the first of this set of 

meetirgs. '!his was drastic ''Variations On A Team". 

As a result of Allie's absences on at least two key occasions, a 

new participant was asked to assume Allie's roles. Helen joined the 

project on the evening of September thirtieth with only ten days to 

the first perfonnance. Analg several parts, the prinm:y character 

which she played was the "gramdaughter'' who had one of the lazgest 

ani na;t pivotal roles in the play. (Additional detail is provided in 

the next segment concerned with breaking points.) 

In te:rms of other elements of change experienced by groop members 

during this period, meeting corrlitions shifted once more. '!here were 

still no large group discussions during this period. However, as most 

of the scenes were being "rehearsed" in a single evening, almost all 

the groop members began coming to the meetings again. 

Group members' were also l'lC1N more familiar with the basic 

structure of the play through their review of the play at their 

breaking point meeting. Most content had been discussed in the lazge 

groop on September twenty-third. '!hose who sat in the audience were 

able to resporo to scenes am to "improvements". '!here was a sense of 

collective hubbub once more. 

When not acting most group members' activities were concerned 

with sare small group back.groum work, such as lighting, sewing, am 
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workirg on props. Sane group members also took the opporbmity to 

raise questions about administrative work. For example, Eileen took 

advantage of group members' presence to speak of ticket sales. She 

encx:maqed eveeyone to purdlase them if they had not. 

- I'm pretty sure we'll sell out. I have been advertisirq yet ••• 
Eil) I' didn't knew that. Len) S-28-1134. 

HavinJ the entire group attern meetings again, afforded them once 

100re an opporbmity to socialize however briefly, after the session. 

sane group members arra:rged to meet followirq the october fourth 

meetin;J. 'Ibis was to be their final opporbmity to socialize until 

parties were held after their perfonnances. 

In the midst of all of these rapid changes, one shift in group 

members' actions was relatively slow an:l constant. At this point, 

their interactions at meetings suggested more an:l more st.rorgly a 

sense of rehearsal. Scene by scene group members acted out the play 

with cam observirq an:l directing their actions. '!hey continued to 

repeat the scenes on average about three times making changes with 

each "repetition". By the last of these meetings this fonnat, with a 

focus on polishing perfonnance was well established. 

1) Process Of Revision Concerning Scenes 

With the majority of their activities beirq other than goal 

directed .ilnprovisation, generally their focus had shifted to line by 

line direction fran cam. 'Ibis now included imbedding tedmical 
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aspects of the work. Prior to descriptions of those prcx::esses, it is 

most important to describe group members • remain.in:J concems arxl 

interactions in creatin:.J the final bits of scenes. 

- Orientation '1'qtlard Creation Of '!he Play 'Ihrough Actina: 

nn:Ug the first meetin:]s at the outset of this stage group 

members' nain activity was to :i.trprovise scenes to add to those 

developed at the all-day workshop. 'lhe study's p:rocess1al description 

of those first meetings at the em of August outlined a series of 

steps in group members' :i.trprovisations. '!hat ac:x:ount of the period 

included ten steps in group members • interactions. 

Description of the secorrl series of meetirgs from September 

seventh to September twenty-seventh noted that group members had begun 

to c:xttpress those steps as their interactions became a familiar 

pattem. In particular, the description observed a change from 

creation of the script to revision of it through group members' acting 

errleavors arxl cam's editirg. As well, this description focused on 

their changirg orientation fran concern with creation of the story to 

perfonnance. 

nn:Ug this period there were very few scenes requiring 

improvisation. '!hey worked mainly on creatirg transitions fran one 

scene to another in the fonn of creative ideas to introduce characters 

in the scene, or the situation ; Yet, whenever group members engaged 

in goal directed improvisational work, they generally received 

considerable attention fran those att.eniin; in the theatre. Group 

members appeared to retain a fascination with improvisational p:rcx::ess. 
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Inprovisational lNOrk also terrled to require toore of their time 

than "rehearsed material". For although their inprovisational steps 

becane CXIDpressed, thel:e were still toore steps associated with that 

lNOrk than group members "rehearsal lNOrk" or lNOrk on polishing actors' 

performances. 

In addition, even with constant readjusbnent in "rehearsirq'' 

scenes, - chargirg positions, lighting, emphasis on words, any ''stuck 

periods" did not appear to be prolonged. It is difficult to determine 

why this would appear to be so as there may have been many elements 

involved for group members. However, based on data analysis, 

arguably, in rehearsal adjusbnents cam was the prime explorer am his 

''vocabulary'' of solutions was broader am toore swiftly available to 

him. 

Inprovisational work then, even when goal directed, appeared to 

demani a disproportionate amount of meeting time in relation to 

"rehearsal work". As described, improvisational work also terrled to 

have a higher profile, with group members' observing. Based on these 

considerations what proportionately small amount of inprovisational 

work group members did still gave the general inpression of beirg an 

important am lcn:ge part of even these later sessions. 

Goal directed improvisational work accanplished during these 

sessions was prinarily concerned with creating transitions (fi.nli.ng 

creative ways of beginning am en:ting a scene, introducing a new theme 

or another scene), sinply roun:ting out a scene, am discovering an end 

for the play. Much of this work involved Anna am Helen whose 

characters created the lcn:ger framework am whose scenes were supposed 
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to introduce others. Anna, Helen, am cam spent considerable time 

loc::>kin1 to fin:i ways to introduce the smaller scenes of others. 'Dley 

also 'WOrked very closely to discover a strikirg conclusion to the 

conversation between the grarrldaughter ard grardoc>ther. 

Another significant piece of improvisational work done durirg 

these meetirgs was directed at continuirg to :rouni out the Tel~ 

Scene. cam wished to l~en one part of the Telephone Scene for 

balance, so that the scene was not so brief as to be abrupt. A 

quotation fran improvisational work done conceming the latter has 

been included herein because these particular interactions provide an 

excellent exanple of how compressed the steps had become in which 

group nembers were ergaged in improvisational work. 

When cx:mnencirg the improvisational work, cam asked for two 

volunteers to improvise a brief, but confused telephone conversation. 

For purposes of the scene, Jay ard Helen volunteered to be recipients 

of a prank set up by U:more 1 s character as a telephone operator 

"showirg her frien:i the ropes". '!his part of the scene begins when 

Ienore' s character has just rurg ard connected two people in the 

cxmnunity who do not like each other. Since both respon:l to the 

telephone rirgirg, both assume the other must have called. 

After Jay am Helen initially said hello am asked who was 

callirg they stopped, unsure of what m:>re to say. 

- Keep goirg, I don't know. cam) [Jay begins to improvise again. ] I 
don't know. What did you call me for? Jay) I pulled the plug. 
Len) [U:more is explaining that as switchboard operator she has 
cut the two actors off am brought this piece to a close.] I'd 
like for them to go on a bit. Because it has great potential. 
cam) [Helen, responding to cam's direction steps back into 
character. ] Where' s your manners? Hel) I don't have them. Jay) 
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[He laughs which is folla.ved by laughter fran the audience. I 
suspect this has to do with his reputation for distm:bing others 
with his energetic playing.] I have mnners, I know who I'm 
calling... got you. Jay) Good, much better. cam) o-4-1184-85. 

'Ibis was a "full-fledged" piece of improvisational work, although 

not overly lorg. Several actors inprovised this together. More 

ccmliJlll.y du:rin,;J this series of three meetirgs improvisations were 

limited to creation of m:xli.fication of a line or two. For exanple, 

cam wool.d cbserve a problem with a scene am di srnss with the actor 

editing' an action or a phrase. 

- You know it's a great little sketch. It's just got a stinker of a 
punc:h-line. cam) S-28-(Fieldnotes) 

Editing generally required a brief disrnssion of "the problem" 

am possible charges. Sanetimes cam suggested those charges; on other 

ocx::asions he left it to the actors to edit the lines. 

- '!he infonnation is too conplete. In other words, you're 
over-stating the obvious. Everybody here knows what the Pool 
does. You don't have to tell about "spring". All you have to do 
is make reference to it and it will accomplish the same thing ••• 
Take out the fall and spring bit. '!hat's the essence of it. 
Because what happens here is, it now doesn't seem like a natural 
progression... To get back to Myra. cam) S-28-1. 52. 

- '!here's too many "I'm sonys". I don't know whether you ad-libbed 
sane or there's that many in the script. cam) '!here's 3 or 4. 
Hel) '!here's too many. We should cut sane or charge them into 
sanething else. Uh, fin:i another way of saying it. Would you do 
that? cam) [He is speaki.rg to Helen am Anna. ] 

As described previously, however, in sane instances, even when 

attenpting to explore alternatives through improvisation, group 

members could not discover an acceptable solution. 

- Yeah well we tried that though, remember? We were going on am on 
trying to think of things about SUsan (Jessie's character in the 
Train station scene] that we could say that wasn't sub-text or 
whatever. Ann) o-4-1187. 
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In those instances when l'lO'thirq was discovered bY the ern of the 

meeti.n:.J, cam generally came to the next meetirxj with a revision in the 

script. 

As described previously, with the caninq of the script, there was 

a :rehearsal-like etl'fbasis in meetirgs. With the pressure of time, cam 

became 100re an:i 100re directive. '!here was less time for iniividual 

actors to explore an:i so cam, having begun their process with 

facilitatirxj others' exploration, shifted to makirg specific 

suggestions. He shifted once 100re to directing which included at 

times even physically placing or positionirg the actor. '!his occurred 

100re frequently with adjusbnents for tec:hnical elements. 

- Sanething 100re has to happen here. cam) ('lbey try a series of 
changes with lightirg. Eventually, they close the curtain to 
change the backdrop.] s-28-1137. 

-Move your actors to the light. It worked. Jim) S-3Q-1163. 
- I'm not used to havirg this music box. Ann) [She appears to offer 

this as an explanation for several points durirg which she has 
forqotten her lines. ] 

Sanetimes changes made in these instances actually affected the 

storyline, creatirxj new elements. However, much of this work was 

oriented towards polishinq actors• perfonnances. 

-Orientation In '!heir Activities Toward Perfonnance 'Ihrouqh Actina: 

A key concem for cam durirg these three meetings was to have 

actors do the scenes without scripts. Previous descriptions related 

the trernemous i.npact the scripts had on group members' interactions. 

- Ani I wish you'd put the scripts dOilll. Because the scripts are 
slowing it back fran caninq alive. cam) Yeah. I.en) S-28-2-1143. 
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Anna had reflected with cam about heM the scripts had P'tysically cane 

between her ani the other actors. She needed to look at the paper 

rather than react directly to them. 

'!he previous segment also provided an account of sane of the 

elements involved in rerrovin;J the script fran group members' 

interactions. Many actors were reluctant to me.roorize lines which 

cx:W.d ani did change fran one revision to another. Sane simply cx:W.d 

not keep up with the me.roocy work given the changes. 

In the first meetirg of this set of three, cam worked at 

encouragirg actors to put down the script. D.lrirg the secord meetirg 

on September thirtieth, actors were advised they could not use 

scripts. cam then spent time remin:ling them of missirg lines ani 

missirg actions. ''What happened to the towel?" (cam, S-3Q-1173.) A 

prarpter was also needed. '1his task was assumed by those sitting in 

the audience. 

Many actors appeared to be thinking ani remembering in tenns of 

concepts or elements of stocy rather than lines. '!heir actions when 

they missed sanething suggested this. Noticeably, they were less 

likely to stumble about seaJ::'Chirg for the "correct words~', than to 

flow along SIOOOthly, simply omittirg a piece of the stocy. If they 

did hesitate, realizin;J sanething was missin;J, the actor would 

frequently say one or two words descr:ibirg a key element in the 

missirg piece such as the activity or the location involved, ''Wedding" 

(Anna S-30-1173) • By October fourth, the problem with script ani 

me.roorizing lines had begun to dissipate with more group members beirg 

familiar with "their lines". 
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cam IS effOrts to 1'breathe life II ani meanirg back into the play 

for actors through their actions continued. He became 100re adamant 

abait "ooncretelyt' visualizin:J those t:hin:]s they were miming. 

- let • s physicalize the location of the car. • • He [cam refers to 
Jim whose character is the one nesmerized by the car) has to do 
that. cam) I shift my gaze a little. Jim) Don't do that. cam) I 
wonier if we shall.d p1t the car aver there ani walk aroun:i it. 
Jim) S-28-1147. 

- 'Ibis table is gettirg sloppy. Get those oomers sharp in your 
min:i. cam) s-3o-1166. 

cam • s focus on PJ.ysicalization appears to have been based on a 

combination of concerns in tenns of both precision of perfonoance ani 

attenpt:s to make the play more "real" or meanirgful for actors, so 

they could brin:J this element of meanirg to their perfonoance. 

In addition to these efforts to brin:J meaning to the forefront of 

actors • perfonnances, cam oontinued to work on sub-text of the play. 

For instance, much of cam•s work with actors during these meetings was 

once 100re focused on making sub-text explicit. In oontrast with prior 

meet:irgs, however, errphasis shifted from contemplation of sub-text for 

pw:poses of creatirg or revisirg the storyline, the play. 

Instead, emphasis was placed on canpreherdi.ng sub-text so that 

the actors might reflect nuances of meaning in their perfonnances. 

cam devoted oonsiderable time durirg these meet:irgs in elicitirg 

actors umerstarxting of sub-text or explaining it in various tenns 

including notirg the ''p.mch-line" of a series of actions or 

statements. "Punch-line" appeared to be the element which drove hane 

the meanirg. 

-What's the punch-line here? In this little epic? cam) Olapel? I 
don't know. Joy) Punch-line, "Father". cam) Oh. "Father ••• " Joy) 
"saw me. So build it up step by step." s-30-1155. 
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Although ~rk on sub-text was central in cam•s activities with 

actors, he also ~rked with them on other related elements of their 

perfonnance. Rhythm am terpo of a scene was one of these elements. 

- Feel free to make it big, very, very, big. It's easier to bring 
it down. But go for it. Yell, scream, rant, rave. Have fun with 
it. Have lots of fun with it. IDok for peaks am valleys. IDok 
for places to whinper am cry am beni. IDok for places to shout 
and scream. cam) s-27-1244-45. 

- '!bat lovely little scene is actually a very nice scene. (cam is 
referrin:] to the Wheat Pool scene. ] Except for whenever one 
participant • s (paraJ;ilrased for purposes of confidentiality] cues 
cane there's this big hole. cam) Eveeybcxiy's waiting for her. 
Ann) S-30-1177. 

- You are very uneven. cam) S-28-1.10. 

Elements illuminated thus far emerqed as significant to group 

members • processes because these elements ccmnarrled a substantial 

amomtt of their attention durin:] this period. However, retunrl.ng to 

the stage as "the big picture", cam appeared to direct many different 

kirrls of changes in addition to those disclosed. His criteria for 

editin:J as he described it in mid September emerged fran a specific 

response to something he had experienced. He would make changes if he 

felt 11 an over-riding necessity to change" sanething. 

- So whatever you did, do it, cause it looked just fine. 
cam) s-28-1140. 

- I liked you better Joyce when you crossed right, there. Be almost 
there lookirg at the stuff. It looks so much 100re natural. 
cam) s-28-1141. 

- I want a little 100re reaction on "Somebody has to stay back here 
and uh, do the thing. Muttering ••• yeah ••• ) S-28-1.99. 

- Say it sarcastically straight out. cam) s-3o-1164. 

As was the case during earlier meetings, sane of his urges to change 

or edit were based on aesthetic sense such as rhythm am terpo; others 

were based on technical aspects of theatre such as actors bein:] heard 

am bein:J seen by the audience. 
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'lhroughout these meetin;Js, particularly with the addition of the 

technical elements of light, scum ani props, he was constantly mak:irg 

adjustments. 

- I'm waitin;J for the light to fade. Ann) Just walk - close to the 
door. cam) s-28-1148. 

- Now we have to worry about how we're go in;} to get this stuff on 
here. cam) [He is cxmtemplatin;J the problem of gettin;J the props 
onto a platfonn which is "Gramna' s hane". s-JQ-1167. 

In this segment description of group members' interactions has 

been sirgularly concerned with interactions between cam ani the 

actors, for activities at meetings revolved aroun:i this relationship. 

Administrative matters derived direction from needs arising fran "the 

acting". For example, it became apparent that there were sane props 

which would have to be IOOVed am the curtains would have to be opened 

ani closed for specific scenes. A need for additional stage crew 

emerged: "I need two 100re bodies... Jo) S-28-(Fieldnotes). ~ese 

needs arose as much fran work related to the play emerging as a whole, 

as they did fran work on individual scenes. 

2) Process Of Revision Concerning ~e Play's Framework 

In descr:ibin;J the meetings of mid September, the study 

~ed clearly between cam•s work on the play's larger 

framework am work on individual scenes. Initially, work on 

individual scenes t.erxied to occur with cam facilitatin;J actors 

explorin;J am workin:J through revisions in the scenes. In oontrast, 

work associated with the play's larger framework was done by cam 

alone. He generated scripts which reflected development of that 
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However, as those meetin;;Js continued am irrlividual scenes began 

to fit into the larger fraiiSNOrk, these two apparently distinct areas 

of work began rapidly to me1:9e. When their enpmsis shifted to final 

editin;J am polishirg, as was the case with this sequence of meetirgs, 

it was exc:::eedirgly difficult to separate work on irrlividuals' fran 

work on the play's larger framework. Although this segment has 

retained separate descriptions of these processes, once 100re, this 

distinction has sel:Ved primarily as a heuristic tool. 

In tenns of work on the larger framework, perhaps IOOSt 

distin:]uishable at this point was cam's consideration of which scenes 

to reoove fran the play arrl which might be "saved" through substantial 

IOOdification. 

-We're goirg to cut the church scene, that little church thing? 
cam) Huh Jim) Into two? Jay) In two am then in two until there IS 

a minimal ••• Ani unless you came up with sanething brilliant with 
''pink pills" that's gone too. cam) Check. Jay) ['!his appears to 
be another way of affinning cam's statement. ] It's just not 
workin:;J at all ••• It just doesn •t have zoom. cam) S-30-1175-76. 

With respect to the latter scene, despite his comments it was cam who 

chose to rewrite the scene for the next meetirg of October fourth. 

- I thought you could have lots of fun with it. cam) It was. Jay) 
Ani it feels so gcxxi to came out there minus that damn bowl am 
nail him in the shoulder. Ann) It felt great. Jay) [Smilirg am 
noddirg so that Joyce arrl Anna laugh.] o-4-1192. 

As a new scene it was received with laughter throughout arrl a rounJ of 

applause fran those in att:erxBnce. 

One of cam's key concems during the mid September meetin;;Js was 

to develop a begi.nnirq arrl the "b:irxler" for the play. He did develop 
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a beginni.m for the play as well as the bin:ier or framework. 'lhese 

elements were incorporated into a version of the script, with group 

members ~ sane charges at the September twenty-third meeti.rx.J. 

Havin;J the beginni.m arxi the ''biroer" in place cam's concem 

shifted thereafter to creating an eniin;J for the play. 

- In other 'WOrds, no I haven •t. Have you? cam) Do we need one? Jim) 
'!hat's one of the t:hin:Js we're 'WOrking on. cam) o-4- 1181. 

- Is this goin;J to be the errl of the ••• Ann) No. cam ) [Jessie arxi 
cam then confer about a poem which she has been writirq. She 
leaves to obtain it arxi they begin to 'WOrk on it. ] 

By September twenty-eighth cam had alerted group members 

conceminq a shift toward bri.rginq all the irrlividual scenes together. 

'!he follONin;J quotation used in a prior segment stresses the 

experience of brin;Jin;J them together fran an actor's perspective of 

the rhytlun arxi flow of scenes. 

- 'lhese scenes will connect with one another am you will 
literally, when the lights cane up, you • 11 feel the transfer of 
the energy fran one scene to the next. Ani that will vecy much 
influence hON t:hin:Js go. cam) s-27-1240. 

When they were able to follow one scene with another, this 

description may have matched the experience. However, in the interim 

as previously described, there were the constant halts, the constant 

adjusbnents to make the play all of one piece. '!his included chargin;J 

one scene to mesh with another. 

- '!here scene is so good arrl so touching that we had to charge 
ours. Ann) [Anna arrl lenore discuss the enctional in'pact of the 
scene arrl then Ann describes the process of charge involved.] 
"Ani so is a good dog." '!he words are still the same. [Anna 
refers to her lines in the play.] But the delivecy had to be 
charged because he [cam] said you couldn't cane off of that. 
Ann) S-28-1133. 
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'!heir activities were to focus on change ard adjustment in the 

cxntext of the larger framework until the curtain closed on the final 

performance. 'Ibis was a daninant theme in cam•s ard group members' 

interactions. 

Details Of cam • s And Group Members • Emerging Process 

Dlring their meetings of mid September group members • processes 

of revision to the script began. Since so much of their meetirg time 

was devoted to processes of revision through actirg, descriptions of 

those meetings includEd details of their process in tenns of lCln3lJage 

they used. 

Words used durirg these three meetings did not appear to alter 

much fran those words ard phrases group members had used during 

earlier meetings. Two major changes appeared to affect their process 

ard lCln3lJage. 

First, IOOSt participants appeared to experience concerns with 

time constraints. As in:ticated previously, cam made reference to such 

concems in the middle meetings of September. It was in this context 

that their work, exploration, change, satisfaction, ard 

dissatisfaction took place. Secon:l, sane actors developed a sense of 

la:rguage ard timirg m:>re rapidly than others. However, at this point 

IOOSt seemed to respon:l m:>re quickly to cam • s instructions than they 

originally had. 
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1) Ianguage For stops and starts/Dissatisfaction 

Since group members generally did less exploration in the fonn of 

goal directed inprovisation throughout these three meetings, their 

step; and starts tamed to be briefer. '!he pace of their repetition 

in rehearsing scenes quickened. However, group members then went 

through mre scenes in an evenin:J. '!he meetings became slightly 

lonJer during this period. 

'!heir step; tamed to be briefer. On the other han:l, there 

tamed to be mre step; in the progress of a scene, arising fran a 

variety of concerns outlined. On occasion, however, substantial 

concerns with content still arose. Based on data analysis, such 

concerns may have been regarded as a "step" back, a sign of being 

farther behim. Although no one articulated this experience, tension 

seemed mre apparent when this kind of stop occurred. 

- Would you take it back to where it makes sense. cam) (He is 
speaking to those doing the ''Wheat Pool scene". o-4-1183. 

'!he clear intention was to be finished with actually writing the 

play. 

- ret 1 s finish this scene off now. We lost the cue. • • cam) 
S-28-1144. 

- What I'd like to do tonight is to set the script so that when I 
cane Momay I can harxl out the copies of the final draft so that 
the technical crew can mark their exact cue times. • • cam) 
Q-4-1180. 

2) Dissatisfaction And Being stuck 

Group members I and cam IS dissatisfaction in the mid September 

meetings was linked with not being satisfied concerning the content of 
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an :iniividual scene. '!heir expressions of dissatisfaction did not 

charge duri.rg this pericxl. However, their concem appeared to 

intensify as :iniicated in data provided with respect to their "starts" 

arxi "stops" • 

3) Satisfaction/ Procn:ess (Certainty) 

'!heir process was not so fonnal that cam had to articulate "his 

seal of approval" for each scene. Moving on from one scene to another 

suggested sane sense of p~ with the work, that is, unless a 

problem was clearly identified. In that case someone umertook to 

work on the problem. 

As scenes became fleshed in, cam generally did remark on their 

state. 

- It's okay. It has a very natural kini of natural life to it. 
cam) s-28-1.62. 

- Nice energy in that scene. cam) s-28-2.20. 
- '!hat was actually pretty good. We won't bother doing that again. 

By the way this is the best scene going right llOW. cam) S-30-2.06 
- '!hat was actually pretty good. We won't bother doing that one 

again. cam) s-30-1166. 

'!his happened with all but a few of the scenes. 

4) Ianguaae Of Decision-making Processes Concemina Scene Content 

Many group members had experienced a breaking point concemi.rg 

decision~maki.rg arx:l content. A description of their breaking point 

actions in a meeti.rg held on September twenty-third has been provided 

previously. '!hereafter group members demonstrated sane resistance in 

tenns of revisions to the script. 'Ihese will be outlined in the 

followi.rg segment concemi.rg group members • breaking point actions 
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durirg this period. However, for the IOOSt part, cam as director 

sinply "directed" actors. 

As previously described, durirg these three meetirgs, group 

members did not teni to explore as nuch as they had in early session. 

In addition, there was less time apparently for group members' 

breald.rg J:X)int actions durirg these last three meetirgs prior to dress 

rehearsals. 

EmeJ:gina Experiences Of Ambiguities And Anomalies 
Shifting Shapes In Group Members' Interactions, Breaking Point Actions 

Although their tension was to escalate with the coming of dress 

rehearsals, many group members began to express experiencing tension 

durirg these meetirgs, Much of their tension appeared to be directly 

assooiated with time. 

- Geez, we're not going to make it out of here by midnight. Ann) 
S-30-1158. 

- Anything anyone wants to work on? cam) My essays. Jay) (He speaks 
·of assigmnents he has to do for university classes.] o-4-1193. 

Tension in tenns of time constraints became group members' context 

fran which their other concerns emerged. SUch experiences of tension 

were not, however, expressed by group members as breald.rg J:X)ints. 

On the other harxi, group members did express an experience of their 

meaning being jarred durirg this pericxl. 

- I started learning mine [lines] but they are getting changed. 
S-28-(Fieldnotes). 

Major cnoorg their concerns was ambiguity conceming changes, ani 

revisions to their scenes. With rehearsals came sane line changes. 

More inp:>rtantly when considerirg whether to memorize lines, they 
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experienced orgoing uncertainty as to whether those lines might be 

chan:Jed. 

In contrast with group members' delighted response to the first 

script am the first revision, at this point after several revisions 

they no lon:Jer expressed a sense of excitement, but a sense of 

uncertainty regarding what they were to do in order to prepare. 

Jessie's question of ''what to do in between" was one example of their 

concerns. Revisions became cllan]e associated with uncertainty rather 

than exploration. 

-Well you don't k:nc::M what's going on? I don't either. Jay) ['lhese 
statements followed a suggestion for changing the punch-line in 
the scene.] S-28-1146. 

- Is that Itr:f line? Participant) [It is difficult to detennine who 
the speaker was.] o-4-.18. 

'lhen they were asked to do without their scripts. Group members were 

"losing" access to their script amidst a welter of adjusbnents. 

- No script. I'm doing real swell here trying to sort out coughing 
at the same time. Ann) S-28-1148. 

Although group members who were acting did express concem, 

generally they did so quietly as an aside to another actor, or they 

spoke of their concerns irrlirectly. ruring these three meetings there 

were no breaking point actions. However, sane group members began to 

express resistance to sane directions. '!hey did so through various 

means, including lack of involvement in certain activities arxi in 

tenns of responses with some humour attached. 

-Are we going to use it. Before we start running arotl1'rl looking 
for it? Participant) S-28-(Fieldnotes). 

- [cam was in the process of questioning historical accuracy in one 
scene] "Diaper pins?" cam) ['!here was much noise with Bill 
muttering.] "Who cares?" Cam) o-4-1189. [cam calls break soon 
after.] 

839 



- You said last t:ime you wouldn't have to do that cause you would 
hear him anyway. cam) I lied. Jes) [She laughs]. s-3Q-1168. 

- I want you to do it again. cam) No kiddirg. Joy) S-3Q-1156. 

Sane also began to speak up ard support or respord to concerns on 

behalf of each other. 

-Say it sarcastically straight out ••• (cam is speaJdnJ to 
loretta who is havi.rg difficulty bei.rg heard given that she has 
her back to the audience.] I don't 1mow what I'm goirg to do 
with you loretta, you're upstagi.rg yourself. cam) But she's in 
the worst position. len) [She has been advised on occasion that 
she is doi.rg the same thing.] S-30-1164. 

Resistance was not the only manifestation of tension for group 

members. Quotations relied upon in previous segments iniicated that 

the men in particular foun:i inprovisi.rg physical IOOVement a way of 

releasirg "energy'', "I •m a fidgeter" (Jim, S-30-1178) • '!hey took 

advantage of breaks or lulls in group members • interactions to 

improvise on their own. Many of their improvisations appeared to be 

spirited ard exuberant and not about much else. However, durirg these 

sets of meetirgs a few of their improvisations also appeared to 

acquire a ·satirical quality about them. 

- Build the suspense. Bill) Keep it goirg. Jim) ('!hey are 
"directirg" Jay who is playi.rg the piano durirg the break. ] 
o-4-1190. 

Notably, lOOSt of the men involved in the project began to improvise 

100re ard 100re. On at least one occasion, Jim walked between rows of 

seats sayi.rg, "Excuse me. Excuse me," as though people were sittirg 

there. '!heir "noisier'' improvisations caused consternation for sane 

of the wanen particularly duri.rg discussions. 

In addition to "restless improvisirg" (or ''wrestirg" 

improvisations) group members also began to play sane pranks on other 
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ment>ers. For example, on one occasion Jay leapt out at one or 'brlo 

other participants am at me when we were entering into the darkened 

theatre. '!he follCJWl.m is an example of one member "teasirg" another 

member with respect to administrative meetings ani matters. 

- I'm pretty sure we' 11 sell out. [Eileen has been asking everybody 
whether they have all of the tickets they want in case toore 
tickets may not be available.] Eil) • • • I didn •t know that. See I 
haven't been at ••• Ien) '!he business meetings? Jes) ['lhere have 
been no business meetings. Jessie is "leading tenore on. After 
another minute or so Jessie tells her there haven't been any. I 
suspect that Jessie is also hinting at the fact that the burden 
of this work has fallen to Eileen. ] 

Tension ani concem with chan:fes ani ambiguity in the face of 

time constraints were thus expressed in group members' actions through 

a number of different manifestations. With one exception nost of 

their unease did not shift into full-fledged breaking points. If 

there was such a shift this was experienced pr:irnarily by a few 

in:iividuals ani their actions did not emerge as an urgent focus for 

all group members, at the forefront of meetings. 

1) Breaking Point Clarity 

Given their p.u.p:>sely hushed behaviour, there is little data to 

evince a struggle among group members concerning costumes. Yet, there 

was an accumulation of vague references ani a shift in plans which 

in:iicated a muted breaking point for sare group members. 

In spite of having an ongoing sense that sare group members were 

experiencirg tension on the topic, Jir:l first concrete impression of 

such tension came when I volunteered a few articles of clothing for 

costumes prior to the first of the dress rehearsals. I asked the 
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stage manager to whan I should offer them. She irxli.cated that I might 

"diplanaticallY'' take them aroum to the actors to see Who might need 

them rather than look to any one bein] in dlarge of costumes. Her 

tone of voice am unusual smile suggested that there was sanething 

out of the ordi.nal:y c:xx:urrin]. 

2) Irili.cations Of Discomfort 

In the first meetings of this stage, sane group members were 

beginning to experience a need to make a decision about roles 

associated with organizin] costumes for the play. One person in 

particular offered to camnence work in this area: 

- Eileen, do you know what costumes, like what they wore? 
Participant) Yes. Eil) Okay, is there anyt.h.ii¥;J that has to be 
sewed? Participant) It all depenJs on how it's presented. If it's 
done using a scrim, I think that a lot of scenes won't demaM a 
whole lot of special costuming. Group scenes could be in the 
shadows sanething like that. cam) s-5-864. 

- cause, the reason I was asking Eileen cause if you know sanething 
definite, I could start sewirg stuff. Participant) S-5-865. 

However, by the third week of September no fonnal announcement 

had been made at any meetings with respect to costumes. Whatever 

decision had been made was conveyed infonnally. It was at a meetirg 

near the errl of September that another member made reference to 

responsibility for costumes. When I inquired of Eileen what had 

happened she spoke of a misurrle.rstarxting about responsibility for 

them. (OUr conversation was infonnal an::l unrecorded. ) 
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3) Response 

An apparent out:cane of group members' ''nuted bre.ald.rg point" was 

to have the participant who offered to sew costumes create sane of the 

costumes ani then to have her oversee those costumes obtained by 

others. Group members contributed to one anothers' wardrobe. 

- We' :re doi.n;J that on our own, right? Jay) Yeah, everyone • s sort of 
:responsible for their own. Ann) Less or too:re ••• Jay) [I 
interpreted his manner as one of making a joke in reversi.n;J the 
vague phrase ''Ioo:re or less". ) Yeah, just check it out with 
Lenore. Len) S-28-1149. 

Group members • occasional asides conceming this -

adde1 to the "COll'plex whole". 

'1he:re was one partial exception to a muted quality in bre.alti.rg 

points duri.n;J this time. Confusion ani concern with respect to roles 

ani associated responsibility, was to have nuch broader ramifications 

related to actors • involvement in the project. 

1) Breaking Point Clarity 

- Tell her either she's going to commit herself to cane here or 
we'll fini someone else. (Pause) I shouldn't say -tell her 
that... It shouldn •t come fran me. Participant) S-30-. 06. 

On September thirtieth after the meeti.n;J had begun, group members 

realized that neither Jay nor Allie were at the meeting. Between the 

two actors there were few scenes in which one of them was not a 

character. 

2) In;tications Of Discomfort 

Since mid September cam had expressed growing conpem with having 

insufficient time. By the evening of September thirtieth his concern 
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was heightened when it appeared that they would not be able to 

proceed. 

- We can •t do a damn t:1ti.rq without. • • cam) Alexarrlra. [Eileen am 
Debbie both finish cam's sentence, using Allie's fonnal name. ] Or 
Jay. I mean there's t.hirqs that couldn't be done. Ann) can•t do 
anything that needs work. cam) It's already 7:00. Joy) s-Jo-1154. 

In particular people spoke with considerable concem for Allie's 

absence for she played one of the two main characters. "Her" scenes 

were CllOOI'g the first in the play. In addition, it was these scenes 

which CC8lprised the play's larger framework am these were being 

adjusted toore than others. '!hey required toore time because of this. 

It was the secon:l time Allie had not been available recently. 

While Eileen was attenpting to trace Allie's whereabouts, Jay 

arrived about forty-five minutes late. He apologized JOOSt fonnally 

alioost in the style of an announcement. In observing the occasion, I 

had the impression that he was making an apology as one "professional" 

to his peers. 

- I'd like to apologize to all you guys and to cam for screwing up 
tonight. Jay) S-30-1157. 

His statement appeared to reinforce a sense of gravity about such acts 

of lateness as beirg "unprofessional". 

Soon after it was discovered that Allie had not been aware of the 

rehearsal. Eileen, havirg ieached her by telephone, asked that Allie 

att:ern as soon as possible. It is difficult to tell what transpired 

for Eileen did not describe her conversation with Allie entirely. She 

returned to say that Allie was baby-sitting am could not simply leave 
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that job. At that point cam asked what altematives there were. He 

asked whether anyone might take over the role since they had to 

proceed to work on it. 

Eileen then contacted Helen, another theatre club member who had 

irdicated sane interest in assisting with the project. Without 

knowing all of the details, Helen appeared within half an hour arxi 

began to read the part from the script. 

3) Response 

'!his decision to change cast members happened so swiftly, the 

inplications of having to effect the transition emerged as focus for 

group members' interactions thereafter. In contrast with the 

situation concerni.ng Lyle, there was no fo:rmal. erx:leavor to discuss the 

situation. '!here was no quiet shuffling concern expressed. Data 

collection took the fonn of obseJ:ving people's actions for they did 

not appear to speak of the circumstance even in informal. discussion or 

asides. 1lley continued to work relatively intensely on whatever they 

had begun to do prior to that decisio~. 

A few did express sane concern in interviews after the project 

concluded. Sane expressed their wish that Allie return to the club. 

(Allie did work on another project within a lrOilth of this one). Many 

irdicated in the interviews that it was rmforbmate but necessa.ey 

given the timeframe. One person, however, suggested that there was a 

problem with the time delnarDs on people. 

- It's the time. '!hey just couldn't take the time to do it. 
(loretta is refe:rrirg to others who had been involved in the 
club's first production but irdicated that they could not be 
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ilwolved in this one.] Arxl I think that's where the trouble's 
going to run into, for a lot of people. Am that's why I 
thought with Allie ••• 'lhey're going to run into that fran here 
on in. People are really tired. !Dr) o-4-p.ll. 

In the nanent they sinply redirected themselves to assisting Helen's 

entey into the project. cam inquired shortly after the incident about 

whether there was sufficient time to insert Allie's name into the 

program to acknowledge her contribution to creation of the play. 

When Helen arrived, there was an immediate shift in focus for 

sane. A few group members began to work through the logistics of 

replacirg Allie. lenore asked how they would proceed. 

-Will she be put in all of Allie's parts? (Paraphrased] len) 
S-JQ-1159. 

-Just read for now. cam) (He is speald.nJ to Helen specifically, 
for eveeyone else was supposed to have their lines memorized for 
that meetirg.] S-Jo-1167. 

Anna "tutored" Helen describirg what to do. 

cam began to sane extent where he had with the other actors, 

att:eirpting to assist them in becaning "emotionally" canfortable an:l 

clear, developing am reshaping a particular role for the person. 

However, once again, their "steps" were compressed. For exanple, 

initially he camnence.d with advising Helen of developed sub-text 

rather than having her explore sub-text as an actor. 

- unless you'd rather ••• Hel) Ah, I'd rather you do what you'd like 
to do. What feels canfortable. -Why ••• First, why are you here 
an:l what's going on? You obviously feel free ••• Make tea for 
yourself here. You're not really bored. '!hat's the subte.xt. But 
you really want to talk am she picks that up. You're not 
responiing like you should. sanething has to be not quite 
right ••• You wouldn't actually state what's bothering you. cam) 
Okay, now I umerstam. Hel) S-30-1160-62. 

MUch of the work, then, for Helen constituted working fran a 

script. However, Helen was to experience sane improvisational work. 
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She ~rked with Anna am cam on developirg a conclusion to their 

characters' conversation am on creating a few transition points. As 

well, she am Jay ilrprovised a piece for the Telephone Scene which has 

been described previously. Despite sane opporb.mity to inprovise, her 

experience of inprovisational process was different fran those 

att:ernirg earlier, for nuch of the work at this point was 

rehearsal-like, the steps corrp:ressed. 

With the cx:mirg of Helen there were to be no nore ''Variations On 

A Team", no nore substitutes, no nDre new group members. However, 

group members continued to experience a nultitude of changes am 

adjusbnents. 

At this point, there was a weekend break. '!hereafter, group 

members would meet daily for dress rehearsals am then the three 

perfonnances. After the October fourth meeting, cam forewcnned sane 

of an ~ stretch: 

- Next week is going to be a very. • • cam) (He is attemptirg to 
speak to those att:ernirg the bar after the meeting. Several are 
chattirg intensely ani do not here him at first. Eileen catches 
their attention. ] Listen up, gang. Eil) • • • really fun, Morxlay, 
TUesday, Wednesday. cam) Are we gettirg tense? Bill) [He is 
smilirg.] It's going to be really tense. You're going to have a 
headache for three days. cam) Ani its six thirty fran roN on. 
Right? Ann) Ani not only that we won't have a dlance to have a 
drink after the rehearsal because the bars will be closed. 
cam) ['!his is a reference to group members' having an opporb.mity 
to unwim after the intensity of their acting interdlarges.] 
Q-4-1405-06. 

His predictive description was to reflect the experience of most. 
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Emerging Patterns Related To Group Members Paradigmatic Actions 
Tension Between '!he Two Helixes 

rurinj meetinJs of this stage, fran August thirtieth to October 

foorth, group members 1 paradigmatic interactions reflect a quality of 

continuity. rurinj this period, their shifts between a "get sane1:llin:J 

concrete" approach to a "go with it" approach gradually lost an abrupt 

quality. In these meetinJs group members 1 dual approaches met:ged to 

the extent that tension between these approaches dlanged to group 

members 1 coordinated efforts in usinj them. 

In the first two Act-Plays, substantial detail was afforded 

oonceming patterns of shifts emergirg fran group members 1 

paradigmatic interactions. Described as strarxU; of a double helix, 

these patterns were outlined in tenns of three sub-patterns: 

a) Patterns Internal To MeetfnJs; b) Patterns Unfolding For Entire 

Meetirg; ani c) Patterns Describing Olanges In Meetings over ~ime. 

'Ihese patterns grew less distinct, however, given group members 

met:ginj rather than shiftirg approaches as observed. Since these 

three sub-patterns "sub-mel:ged", as substitute the study provides a 

CXJlllfOSite summary. 

'!he seconi Act-Play, "Anchored Anomie" posited that group 

members' diminished shiftirg was linked with participants' reduction 

of ambiguity. '!he study proposed that group members' reduce::l 

experience of ambiguity was related to their emerging paradigm of 

theatre. It was suggested that durirg the series of meetings in mid 

August group members began to develop a paradigm of theatre, aspects 

of which they came to hold in conunon. 
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One inpact of sharing at least sane c:xmoon paradigmatic basis for 

theatre was that group members' paradigmatic responses became 100re 

consistent with c:xmoon intent in activities. '!he seconi Act-Play 

provided an exanple of this. '1.b:rough group members' joint experience 

with inprovising, their emen.Jing concept of inprovisation provided 

them with a meaning-in-action hane for many members' "go with it" 

approach. 

In this stage, descriptions of group members' interactions have 

emphasized their sense of in'petus toward completion of the play 

through acting. '!his suggests meaning-in-action emphasis on "get 

sanething concrete". However, to the extent that :bti>rovisation for 

the play's content and for tension release (at least for the men) was 

still important in this stage, group members· relied on "go with it" 

approaches. In other words, their in'petus "rested" with both helix 

st.ran:is of their paradigmatic actions coiling "cooperatively". 

ruring this period, for the most part group members ostensibly 

had a sense of both getting sanething concrete and going with it. 

'!hey had sane opportunity to improvise and to explore for the first 

three meetings. Although their exploring after the first three 

meetings was impeded by a concern for time and a shift in structure to 

"rehearsal" and the beginnings of "polishing perfonnance", at that 

point they were obtaining a strong sense of "getting sanething 

concrete". Group members received a script. More and 100re scenes 

emerged from their work. '!hey began to rehearse. 

Within their meetings during this period, there was one major 

"test" of both group members' emerging paradigm of theatre and their 
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reliance on cooniinatin.;J their double approach to interactirg within 

that paradigm. '!his test was their breald.rg point experiences arising 

out of chan:Jes in decision-makin:.J process previously described. Even 

this test, however, served to crystallize their theatre paradigm. 

Group members 1 breald.rg point actions in the meetirq of September 

twenty-th.iz:d emerged as an attempt to cane to tenns with a distinction 

in theatre paradigm between group members I a00 cam. stri.Jdrgly I 

whatever c:x::atm:>nly held aspects of theatre groups held, 

paradigmatically, they had begun to resemble cam•s as described in the 

first Act-Play, "SUstained Uncertainty". However, one large 

distinction erupted as a result of chan:Jes in decision-makin:.J process 

regarding content of the play. 

In the August breald.rg point meeting, cam had delineated between 

internal actions, those activities reserved within the group, arrl 

external actions, those activities for people outside the group - the 

cx:mm.mity as audience. However, where he drew these lines arrl where 

sane group members drew them clearly differed. Where sane group 

members drew them affected their paradigm of theatre. Appealing to a 

specific audience was a priority for them. 

cam•s paradigm of theatre as previously described did not have 

such a focal point. He was more consistently concerned with actors 

experiencirq creation of meaning so that their experience in creatirq 

meaning for themselves could be universally experienced by audiences. 

It should be noted that cam was not entirely alone in his convictions 

as one group members previously quoted declaration inticated: 

- Like I really don't know Goetheim that well. Do you think that 

850 



sane people might be offenied by sane of this? Bill) I don •t 
think they will. len) I think we've watered it down to the 
~int where there's nothing in it. It's got no sting. Jim) 
S-13-1085. 

On the ocx::asion of September twenty-third, however, despite sane 

differences of opinion with the group, actors reviewed the play for 

content about which they were concerned. '!heir paradigmatic approach 

of getti.rq sanething concrete ceased to drive them entirely an:i 

allowed them to jeopardize their relationship with cam on paradigmatic 

criteria concernin:J whether the "sanething concrete" was acceptable. 

'!heir concerns an:i actions were an echo of their meeting on 

August fourteenth. 'lhis time, however, there was no question that 

they at least had sanething concrete with which to work. In this 

meeting they continued to rely on some "go with it" meaning-in-action 

as they had come to rely on the approach for improvising in the first 

few meetings. 'lhey used this "go with it approach" to arrive at 

suhstitutions in content for the play. With this step of 

iniepemently working on the play to revise it, their paradigmatic 

actions became more tightly coiled -meshed together. 

'!here is one more noteworthy pattern which emerged as related to 

these two helix stran:ls of meaning. With the grcMing mnnber of men 

involved in the project, the study began to detail actions more ccmoon 

to men than wanen participating in the project. 

'lhe men often continued to improvise during breaks, before an:i 

after meetings, an:i throughout one or two meetings in the earlier 

sessions of this stage. '!heir actions suggest a strong orientation to 

the "go with it" approach with an interesting purpose. Relationship 
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between these two strams varied, then, to sane extent c3.epeniirg on a 

group members' orientation. 

- But Jim or Jay will go with whichever direction the direction is 
going. Whatever's ha.ppenirg out there, they do. Ani, am they're 
okay with that. You know, they. • • Uh remember the night when we 
were testing the win:i? • • • '1he souni effects for the win:i. Ani 
two of them were wrestling on the stage or sanething. Ani then, 
all of a sudden the speakers came on with the win:i. Ani instantly 
they're up battling this st:rcnJ wini - holdi.rq on to each other 
[she laughs] am stuff. '!hey can just go with whatever's goin;;J 
on. Eil) N-27-p. 8. 

- I don't know. I guess it's just a, a sense of, of self in that 
they're willing to give whatever direction the thing is going. 
Ani yet, can sanehow, somehOW' it en:fs up goin;;J in the direction 
they wanted it to. Which is really interestin;;J thing. When you 
watch it go aroun:1 in a circle. Eil) N-27-p. 8. 

- But as far as needing direction, well this, - tell them to be a 
tree am they were a tree. You know, it was really, am [pause] 
they, they seemed quite, they seemed quite easy to accept, or 
willin;;J to go along with the way things were coming out, you 
know. Eil) N-27-p.8. 

As work on the play continued, the phrase ''wing it" emerged. '!he 

phrase was a1loost in exclusive use by the men involved with the 

project. Use of the phrase included not only those who were actin;;J, 

but Al, the lighting person. 

'1he next section "Emergin;;J Structure" proffers additional 

consideration of this general difference in orientation between the 

men am wanen in the project as an "emerging subgroup". '1he section 

begins, however, with a larger context of subgroup, group members 1 

relationships external to the group am the project. 

EMERGING srRUCIURE 

rurin;;J this set of meetings tremerrlous change occurred in tenus 

of group members' interactions related to their emergin;;J senses of 
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structure. '!heir interactions ani statements suggested that they 

experienced a developing structure c:x:moonl.y held. For example, 

although nnst could not provide details concerning a process of 

improvisation, nnst expressed a ccmm:>n sense of excitement ani the 

sense of being able to do "it". '!hey continued to step out onto the 

stage ani to improvise ani to act with cam•s direction. 

As the play progressed toward dress rehearsals, their 

interactions i.nticated a mutual sense of structure shifting fran 

illlprovisational work to "rehearsing", a notion more consistent with 

what group members experienced as "traditional" theatre. '!his section 

considers that transition. 

Group members also appeared during this time to have care to hold 

in ccmm:>n same process for addressing breaking points. 'Ihe September 

twenty-third meeting wherein they reviewed the play i.nticated reliance 

on process they had used in an earlier breaking point meeting. 

'!he focus of this section is not entirely one of process, 

however. Previous Act-Plays have explored changes in structure in 

tenns of "parts of the whole". For the purposes of offering broader 

context, this section continues to provide an overview of many aspects 

of changes experienced by group members. 

EMERGING SUB:iROOPS 

Within the first two Act-Plays, group members' experience with 

links between this theatre project and the theatre club were explored. 

Dlring this time, connections with a provincial association, a larger 

framework extending beyond the connnunity were strengthened. 

853 



a) Proyincial Association 

As i.nllca.ted in the previous Act-Plays, there was a larger 

context within which the project had emerged, that is the Goetheim 

Ccmllmity 'Iheatre Club. It was durin:] this time that group members 

who lNOrked toward developin:j the 'Iheatre Club were able to make direct 

contact with representatives of a provincial theatre association. 

Two people att.erned the meetin:J of August thirtieth to di sruss 

future contact with Eileen ani Jessie. Although they did not 

participate in the session which consisted mainly of participants 

ergaged in inprovisation ani actin:J, they did spen:i a brief time in 

diso.u;sion with Jessie as club president. I was not present at their 

infonnal. discussion. However, Jessie indicated at a later date that 

the Club eventually received an invitation to participate in a 

provincial theatre festival. Apparently she ani Eileen received 

conpliments on the group 1 s initiative as well fran the att:errlirg 

representatives. 

What was lOOSt interestin:J at the time in tenns of group members 

was that they did not hesitate to continue with their improvisational 

work ani their actin:J despite the presence of "outsiders" to the 

group. 

b) Club structure 

'!his was to be the final period durin:~ which group members would 

seek additional assistance fran other theatre club members. '!he 

'Iheatre Club 1 s annual meetin:j was held in mid September. At that time 

group members solicited assistance. It is not clear fran data 
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gatherai whether those who sold tickets ani ushered were fran the 

'lheatre Club. In:tividuals who took on these tasks were not am:>ng 

those who atten:led the annual neeting. IBta suggests, rather, that 

Eileen contacted these wanen at a later date. 

c) Internal ani External structure 

"Anchored Ananie" detailed group members' growing sense of group 

entity. '!hat Act-Play also recx:>rded cam's statements distinguishing 

between actions for themselves in the group ani actions for an 

audience. D.lring that set of neetings ani the first meetings of this 

stage group members continued to make such distinctions. As 

previously descri.J:Jed, however, there was sane uncertainty as to where 

to draw the line. 

sane thought wholly in tenns of appealing to what they had come 

to experience as the community's culture. 

- Arxi that's why we have to keep everything plain ani simple ani 
easy. • • It's got to be sanething that everybody • s going to relate 
to. Len) S-6-994-95. 

- Just like, you can •t make fancy. • • It's got to be meat ani 
potatoes ani vegetable ani don 1 t put any sauce on the meat or 
~-
Len) S-6-100Q-03. 

- Should we have hung him? cam) How much time do you get for 
suicide? Eil [People laugh.] People didn't know. We put that in 
[into a potential scene for the play]. Lyl) Oh yeah, that 'WOUld 
really go over swell. Ann) S-5-855. 

others expressed interest in going beyon:l that as indicated in Jim 1 s 

ooncem with not ''watering down" the play's "sting" (S-13-1085). 

As time became more ani more lllnited, cam had less time to 

explore ani consult first with the larger group, ani then even with 
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the actors in the scenes. Group members' questions about where to 

draw internal arrl external lines regarding content arrl acting 

escalated to breaki.rq p:>int experience for several. A IOO:re detailed 

account of their experiences of breaki.rq p:>int have been described 

within a previous segment. Significant for this segment's purposes 

was group members 1 sense of structure. 

Members who had not tret as a group for several meetings, had the 

opportunity to came together arrl determine what they were prepared to 

do. In this manner, for many they reestablished "the group" as the 

decision-making body to some extent. '!hey also reaffinned a 

relatively ccmnonly held sense of the community, although there may 

have been sane disagreement aroong group members in tenns of strategies 

in their relationship with the community. 

'Ihese concerns about the nature of their relationship with the 

community did not erxi with their experienced breaki.rq point of 

September twenty-third. Dress rehearsals arrl perfonnances which were 

now loaning would keep this issue at the forefront of group members 1 

meatlirg-in-action. 

b) Demographics Of '!hose In '"lhe Group" 

OJ:ring the set of meetings fran August thirtieth to October 

fourth two people, Lyle, arrl Allie ceased to be involved with the 

project. Four others, Jo, Arthur, Bill, arrl Helen joined durirg this 

time. With these chan;Jes there were some shifts in deoographics 

within the group. 
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Familial Relationships: 

Although several new participants joined the project durin:] this 

time, there were no charges in the familial relationships an¥:>n;J 

participants. In tenns of marital status, when the project began a 

majority of the participants were married. However, since all who 

joined the project during the all-day workshop and those who joined 

durin:] this period were sirgle, the ratio had charged to a balance of 

seven group members who were single, seven having families. ('Ihese 

numbers exclude the two people who were no longer with the project.) 

Gender Grouping: 

With Bill's arrival the number of male group members rose to 

five, six includi.rg cam were involved with the project. When Jo 

joined the project as a stage manager the number of female group 

members reached nine, ten with myself as participant observer. 

Although the group still consisted of a majority of wumen, with 

additional men joining they appeared to establish a sense of their own 

group. Once inprovisational work began, two different sets of 

behaviours were observed among the men and the wumen. 

Particularly the men who were acting continued to "inprovise" 

durin:] breaks, durin:] discussions and after meetings. While Jessie 

and Allie were observed participatirg occasionally in a faked fight, 

dancirg or sirging, or indulging in small pranks, the other wumen 

rarely participated in such activity. 

'!he wanen • s responses to the men • s activities varied. ruring the 

final intei:views, at least one of the participants referred to the 
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men's activities as "being hyper". Depeniir¥J on the lateness of the 

hour, the sense of urgency concerning perfonnance, ani depe.rxiinJ upon 

the person, a response might be a laugh, a shaking of the head, a 

disawroving look, or a reproof. Noisy behaviour such as dnmming on 

assorted substanc:es was rarely "overlooked" or greeted kin:ny. 

'lhese exc.harges inticate emerging differences in group members • 

actions, based at this point primarily along gerrler lines. 

- I •m a fidgeter. Jim) Yes I know'. It's not hard to realize. Ann) 
-Would ycu quit... Joy) Yeah, lay it to rest. Ann) 
S-JQ-1178. 

- What do you fun enjoyable about working on this particular play? 
Mad) '!he people, actors. 'lhey have to have a creative mind. So 
naturally they c:nne up with sane of the wittiest camnents in the 
world. Ani they do sane of the corniest thirgs because they have 
to be creative to do what they do. Like Jay throwing hilnself on 
the groum am other thirgs like that. It • s just so funny. (He 
laughs). Al) o-4-p.14. 

- 'lhey can just go with whatever's going on. Ani uh, I think Jay's 
a talented person. Ani I think Jim, ani I, I think that Jim is 
too. Ani so, they have this whole sense about themselves. Where 
they can (pause] , they can keep themselves. • • I don •t know'. I 
guess it's just a, a sense of, of self in that they're willing to 
give whatever direction the thing is going. Ani yet, can 
sanehow, sanehaN it en:is up going in the direction they wanted it 
to. Which is really interesting thing. When you watch it go 
arouni in a circle. I'll explain that. Um. (Pause.] Well, 
actually I guess it's easy to explain. It is obvious that people 
respected Jim's arxi Jay's talent. So it's really easy to listen 
to them or to let them work it through the way they want. 
(Pause) But as far as needing direction, well this, - tell them 
to be a tree ani they were a tree. You know', it was really, am 
(pause] they, they seemed quite, they seemed quite easy to 
acx::ept, or willing to go along with the way thirgs were coming 
out, you know'. Eil) N-27-p.S. 

- Ani, am he [Eileen refers to Jay] said, "Don •t worry Eileen. 
You know, am he was, I think that was really typical of all of 
the guys. 'Ihe - all three of the guys. that, am, ani Al, too, 
that. Oh - they had no panic about thirgs getting -they, they 
just seemed to feel so in contr - either so in control of it or 
- had maybe. • • I, I could not speak for them so I don't know. 
'!hey give you the inpression that they were either so in control, 
or they didn't look at it as, sanething that was totally, ea -
totally earthshaking. I mean, "if we get it done, we get it done. 
Ani if we don't get it done, what the hell. We did the best we 
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could sort of thin:]. '!here was, you could really see that in the 
guys. Ani I think that kept everybody really level. Um. '!hey, it 
was probably a big help. can you imagine that nine people [Eileen 
speaks of the cast at an earlier time] who got into a panic. You 
know [she laughs] it is enough to have a few. '!hat's uh, 
actually they were really very good with it - you know, as far 
as eootions ani keepirg them in check ani stuff. Eil) N-27-p. 7. 

'!his distinction between men's ani wanen' s activity in the 

project did not appear to explicate entirely group nenbers' 

experienced breakirg points with Lyle's. His "disruptions" as they 

were described by sane were not improvisations in quite the same 

physical style. Based on data analysis they took the fonn of jokes 

ani ccmnents made to those arourrl him as ccmnentary or as in direct 

response to the group's main activities. 

Aae and Occupation: 

Although two people ceased to be involved in the project, with 

the four new people bei.rg variously, eighteen, twenty-one, twenty-six, 

ani thirty-one, the group's average age shifted once more slightly 

toward mid-twenties. However, the broad range of group members' ages 

did not change throughout the project being fran fifteen to forty-two. 

'lhose joining the project affected the c:oup:>Sition of the group 

in tenus beyoni changi.rg the average age and the balance of gerder 

groupirgs. '!hose joining the project provided more diversity to group 

nenbers' spectnnn of occupations, which now included a teacher and a 

librarian. 

Subgroup Orientation To 'Iheatre-Group: 

'Ihe "General Context" described participants as brirging with 

them at least four different orientations to the project. Emergirg 
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fran fieldwork data analysis, their orientations were as follows: 

a)Ch'ganizational Developers (including a P.R. Person); 

b) Socially-Motivated Persons; c) Serious Actors; am d) PranksterS. 

With those jo~ the project during this set of meeti.rgs, three 

participants were oriented towards organizational developnent, three 

were "serious actors", two were "prankster'' in orientation, ani six 

might be described as "socially motivated". With this last set of 

people a relative balance atoon:J group members' diverse orientations 

shifted toward a majority of those "socially motivated". However, 

this shift in orientation must be considered in light of group 

members' breaking point actions an:i their paradigmatic actions, their 

efforts to hold in comnon a paradigmatic sense of theatre. 

One final note on the matter of group members' orientation to the 

project is in order. A majority of the first set of interviews were 

held during this pericxi between August thirtieth and october fourth. 

'lbrough reflection in the interviews a few group members began to 

consider explicitly their own orientation am differences in 

orientation atoon:J themselves. 

- I've never thought about it really. I'm just trying to figure out 
why I don't think about the acting - or why don't consider it 
important or whatever, because obviously it is to most people. 
Jim) Q-l-p.29. 

In fact, interview data was a rich source of data conceming group 

nenbers' differences in orientation to the project. 

'!his pericxi, then, with the number of changes in trembe:rs within 

the group also brought shifts in orientations. However, after 
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September thirtieth, although others contributed to the project 

briefly, haniinq out programs at perfonnances, taking tickets at the 

door, raisi.rg the curtain duri.rg perfonnances, there were to be no 

toore changes in the "core" participants. As described previously, 

despite changes to arrl for group members durirg this pericxi, newcaners 

were ostensibly "absot:Ded" by a group that did exist rather than 

sparkirg off a sense of refonnulation as a whole new group. 

With the increase in the mnnber of meetings per week, the greater 

challerge was to ensure the presence of those needed. In addition, 

the sense of group was challenged with a shift to rehearsal structure 

requirirg small group interaction. Toward the em of this pericxi 

dynamics aiOOnJ group members depended to sane extent on the 

constellation of those rehearsirg. 

EMERGING ROlES 

Once trore, durirg this span of meetings between the em of August 

arrl the beginning of October, group members' primary concern was 

focused on theatre roles associated with creating arrl preparirg to 

perfonn the play. '!hey experienced sane changes or "refinements" in 

emergirg roles arrl new roles emerged during this pericxi. 

Emerging '11leatre Roles 

'Ibis segment begins with a description of roles which had begun 

to emerge for group members prior to this set of meetings. '11le 

segment concludes with brief descriptions of those roles emerging 

through group members' interactions duri.rg this time. 
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1) Emerging Refinements Of Director's Role 

Fourteen of the group members' meetings have been included in 

"this stage". C1larges e.merging through group members' interactions in 

these IEetings were mre gradual am subtle than they had been in 

early meetings when group members were stnlgglin] with ananic 

ccn:litions. One of these gradual shifts was described in sane detail 

in terms of group members llkJVin] fran creatin] the play to 

concentration on polishing actors' perfonnances. 

'lh:rough.out this time, cam's role was shiftin] both in terms of 

directing their activity am resporrling to issues linked with time 

constraints. ostensibly, group members did understand the multiple 

nature of his activities concerning facilitatin] their improvisations 

am both creating am editing the script. 

- See we've got ourselves a writer am a director all in one. I 
think we're damn lucky. I'm really glad you're here. I really 
am. Ann) S-6-938-40. (Bar) 

cam had irrlicated at the outset of this series of meetings that 

he expected to facilitate their improvisational processes am revision 

of their work. Facilitating these processes required development of a 

number of steps which included sensitivity to actors' emotional state. 

- I just try to be as demarili.ng, demand the same kirxi of respect for 
them as I would expect, as I would want. I don't like being 
laughed at even though sanething funny has happened. It breaks my 
concentration. It destroys a little bit of me. cam) S-6-p.J. 

- I can \\10rk with people like that. It doesn't really bother me. 
But it does bother other people. Arrl since this isn • t really ••• 
I don't have much to say about it. cam) S-6-p.4. 

'Ihe latter statement cam made in an interview when considerin] the 

issue with Lyle. With that statement he expressed a self-defined 

limitation concerning his role. 
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In addition to facilitatin:] group members 1 improvisations, he 

also expressed explicitly that a chief aspect of his role included 

creatin:J the larger framer.vork for the play. He was "to strin;J" the 

scenes together, am havin;J done that, he iniicated that he expected 

group members to have an opportunity to direct. 

- Next week I want to nail down a script. So that you guys can -so 
I only have to cane here once a week for the next three weeks am 
just oversee what you've got. cause you guys are goinl to 
rehearse your aNn scenes by yourselves. Fach take tun'lS with a 
scene am direct it. I 1 11 cane in am strin;J them together ••• 
'!here's a couple scenes missinl. cam) A-30-814. 

Apparently within a short span of tilne, less than a week, he had 

begun to experience pressures of tilne. Consideration of how nuch tilne 

improvisational processes were absomin;J may have caused reassessment 

reflected in this conversation. 

- If I were to be here all the tilne. • • I would let you guys write 
everything. cam) Okay. Ann) Because you would have the time to go 
through that process absolutely. But because I'm in the position 
I'm in, I can affoni to short cut it a bit. Because the essence 
of the scenes are all there. All I did was make sane bridges am 
add a bit of colour. cam) S-6-941-42. 

Based on data analysis reflected in descriptions of "Emerginl 

Patt.enls Of Process", the script was not "nailed da.Nn". cam instead 

became involved in a long process of revisions. 'lhese revisions 

included both guiding actors through "improvising and actin;J" as well 

as editing on paper. cam began to develop criteria for these emerging 

processes: 

- A large rnnnber of my decisions are simply made on the technical 
aspects. What can we do technically with the talent that we have, 
to tell this story adequately and clearly. And uh, • • • so a 
great many decisions are based on that. cam) S-16-p.S. 
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He began to work on sub-text, ani.on transitions, in the play ani a 

variety of other elements as previously described. '!his, too, he 

expressed as his role. 

- Okay, in a general situation or a general scene, people know 
where they want to go. '!hey know what their ultimate goal is ani 
in trying to get there they junp i.np:>rtant ncments. '!hey junp 
fran nanent to nanent. '!hey miss the connection ard those 
connections are transition. If you were in a play - they would 
jolt, they would startle you ard you'd warner why the hell are 
they doirg this? It would bother you. Ani those are the 
transitions. Ani they are what a writer's craft is ... largely 
cuuposed of. cam) S-6-p.J. (Interview) 

However, as cam shifted toward beirg directive as a director ani 

chief editor as a writer, there were implications for those taking on 

acti.rg ani producing roles. 

2) Emerging Refinements Of Producer • s Role 

Interestingly, cam spoke of the producer's role as one in which 

there was tremerrlous anplitude. He imicated that in his experience 

people acti.rg in the role of producer had substantially different 

approaches to the position. 

- Particularly if the producer is a very active producer ard in 
this case there is, Eileen. Then she can do whatever she likes. 
cam) S-6-p.4. 

cam suggested that in his theatre experiences ambiguity was associated 

with the producer's role generally. In the instance of the project, 

there was additional ambiguity. 

'!he role of producer as recorded in their Theatre Club materials 

was based on a particular paradigm of theatre. (See the Appen:lices, 

Section One for this record.) Group members' were still errleavoring 

to attain a comnon paradigm during these processes. However, as the 
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study has .irxlicated previously, it was tremerrlously difficult to 

define any role without a clearer sense of what process would be used. 

Group Inelli:)ers • dj SOJSSions during their breaking point meeting of 

August fourteenth created sane assumptions conceming the producer's 

role. Eileen pranised then to take over administrative duties. As 

was the case with cam•s role, as new concepts an::i tasks emerged out of 

their exploratory process, an::i as time pressures became more 

inmediate, lack of clarity conceming decision-making process 

reemeJ:ged concerning the producer • s role. 

Given that people came to Eileen with their concerns arrl 

cx:mplaints, data analysis .irxlicates that she adopted certain 

assumptions about their intent. Manifestly, Eileen interpreted their 

actions to meant that in her capacity as producer, they expected her 

to do sanething about their concerns and complaints. '!his was the 

basis on which she asked Lyle to leave the project. It was in this 

context as well that her influence was brought to bear in holding the 

breaking point meeting of September twenty-third. She did not 

generally· bring administrative work to the meetings. 

Eileen had expressly urnertaken to keep administrative work out 

of the way of group members so that they would not be distracted. In 

addition, based on the rehearsal orientation to meetings, there was 

frequently no place to bring matters for group discussion during this 

period. It was also during this set of meetings that Eileen announced 

she would not act in the scenes she had helped to create. On 
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September sixteenth she announced that only actors were to sit on the 

staqe. She thereby lost links with actin:] which she had maintained 

until mid September. 

SaDe became disconcerted with decision-making process related to 

the producer's role durin:] the situation with Lyle am even with 

ozganization of the brea.kirg point meetin:]. Eileen fourd herself 

distanced fran many group members toward the errl of this series of 

meet:in;Js. Unresolved issues concerning responsibility for costumes 

was another instance of ambiguity associated with eme1:gin:] roles. 

Eileen was frequently linked with this ambiguity, again through group 

members' ambiguity concerning the role of the producer. 

3) Emerging Refinements Of Actors-writers' Role 

'lhrough a series of group members 1 interactions actors-writers 1 

either "eme1:ged into" actors or ceased being an actor, becoming 

defined instead in another role as Eileen had done. A series of cues 

led to actors as "cast members". '!here was a photo session so that 

those in "the cast" an:i the director would have their pictures in the 

programs to be han:ied out at the perfonnances. 

- Everybody in the cast get up there okay? (Photo session for the 
program.] 

In addition, as in:licated by mid September only ''members of the cast" 

were to sit in the circle on stage. 

When cues suggested actors as a group, the spectrum of their 

activities narrowed. '!heir role as audience an:i contributors to 
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improvisational process decreased with the declination of that 

process. Whereas, at the all-day workshop am the first bJo meetirgs 

group members had made suggestions when watching inprovisations, 

thereafter this practice no lorY:;Jer continued. 

- You are about to get engaged that's all you want to krlc7N. 
Joy) S-5-878-79. 

- [Anna is describirg her actions as an audience member to those 
doirg an i.nprovisation which later came to be entitled the ''Wheat 
Pool" scene. I yelled at you at one point am Cam tmned aroum 
am said, "Shhh!" I said, "Isn It that just like Lenore? She's 
right into that. Ann) S-6-991. 

Even actors• involvement in revisions of their own characters' 

lines changed. '!he prior section documented in detail group members' 

breaking point am their actions related to the question of 

decision-making concerning their actions am lines as actors. '!his 

fine balance was crucial. Ama described the tension between the 

director's role am actor's role related to this process. Her 

description as previously noted assumed an eerie quality of 

foreshadowirg. 

- Arxi yet if your views of what was happening with our t.hin;Js 
totally negative or opposite to ours, I don •t. . • we couldn 1 t 
acx:ept it. Ann) s-6-964-65. 

Actors 1 roles bec:arne separated through their interactions in 

these meetings fran writing elements. 'Ihe shift to a rehearsal fonnat 

with schedulirg scenes am Cam directirg their actirg, appeared to 

solidify these roles. 'Ihey began to focus on polishi.rg for 

perfonnance which entailed at this point a tremendous capacity for 

adjustment. '!his adjusbnent included not only revised lines but the 

introduction of the technical side of theatre. 
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4) Role Crystallizations, Technical, Backstage Roles: 
stage Manager, stage Crew And Wardrobe 

With the introduction of the technical side emergin,; the need for 

a technical crew also emerged. cam brought this to Eileen's attention 

initially, based on estimatirq stages of progress. 

- In two weeks we will need a stage manager. Cam) [He was 
speakin:J to Eileen at the time.] A-3o-(Fieldnotes). 

Eileen asked Jo to atten:i nine days later. Although she rarely 

spoke at ~' she did respon:i in the interviews to questions 

about her role: 

- Ani what does the stage manager do? Mad) I'm just le.arnirg that. 
What does the stage manager do? I really don't know... What am 
I le.arnirg so far? ••• I've leamed that they work quite closely 
with the soun:i and lighting crew. And they're either in the 
booth Cl.1in;J them in the booth or when the lights go down in the 
back Cl.1in;J them. Plus work:ing the stage crew, the props, 
everything else that gets on stage. As far as I know in our 
position, getting props together and stuff like that and be 100re 
-do props or whatever. And that's all I've leamed. Jo) 
S-28-p.8. 

When Jo atten:ied, her presence as stage manager prompted 

additional discussion conceming technical work. Shortly thereafter, 

cam and Jim spoke of camnencin,; the backstage work. 

- Fumiture. Who's going to do set building? Cam) A1 and I will 
organize... organize a behind scene meetin,;. Jim) Would you do 
that? A productions meetin.; is what it's called. Cam) S-13-1064. 

Although A1 had begun work with cam and Jim on the lightirq soon 

after the all -day workshop, their attention had been focused on 

upgrading the lighting. Cam had swiftly discovered a problem with the 

stage lightin,;. '!here were dark patches. Some light bul.1:s were bumt 

out, sane were not aimed properly. 
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- But you can notice it sanetimes when people are walking. All of 
a sudden they get darker ani that's bad news. You've got to have 
these sections overlappin:J enough - that they are overlappin:J. 
cause they are distinct areas. Al.) o-4-p. 4. 

- But once I get these set, it shouldn't have to change. 
Al.) Q-4-p.S. 

As their TNOrk advanced toward polishing for perfonnance nights, 
' 

lightin;;J for specific scenes had to be explored, detennined, noted, 

ani practice:i. 'Ibis aspect of his role was emerging for Al. when he 

was interviewed. His description refers to a process of creation ani 

a process of precision. 

- Ard if you - especially this play - it takes a lot of 
organizing. You've got to always be one scene ahead of what's 
playing. • • Because there's so much changing, going on from one 
part of the stage to the next. Ard alloost every scene has a 
different lighting set up. • • lighting different areas. And then 
there's the scrim - requiring different lightin;;J. Al) o-4-p. 2. 

- I •ve got to have a script in front of me because for one thing 
they're always changing the lines. (He laughs.] ••• Oh yeah, I 
got to kn.c:1N' when they say ·their last· TNO:rd. Bang! 'Ihe lights got 
to cc:me off right now. Ard if I don •t know what the last TNO:rd 
is... it looks kinda dumb. Al) Q-4-p.l. 

In spite of having prior experience as a lighting person, he 

in:iicated that in those earlier experiences, the lights were either 

"on" or "off". '!he first stage of up:Jrading the lights ani the 

experimentation ani the ongoing adjustments were new experiences for 

him. 

In addition to lighting ani sourxi, as their TNOrk progressed, it 

became apparent that more pairs of hands were needed to open various 

sets of curtains, to flip switches, ani to move sets ani props. 

Having announced at one meeting that she needed two more people, at 

the next meetin;;r Jo ''had" a stage creM consisting of two youths, 

apparently fran the high school doing these tasks. 

869 



Finally, the question of wan:lrobe was raised in early September. 

However, the question came up infonnally. For the person offerirg to 

"do sane sewirg'', her offer was apparently to do just that, sane of 

the costume work. '!here was sane - concemirg the 

offer am, as was described in a description of ''breakirg point 

actions" du:ri.n:J this period, the responsibility of obtainirq costumes 

fell to each actor to sane extent. 

- We're doirg that on our own, right? Jay) Yeah, everyone's sort of 
responsible for their own. Ann) I.sss or more. • • Jay) [I 
interpreted his manner as one of making a joke in reversirg the 
vague phrase ''more or less". ] Yeah, just d1eck it out with 
Lenore. Len) S-28-1149. 

Once more "roles" were defined largely in tenns of needs emerged 

through group members • acti.n:J interactions. However, in resporrling to 

specific needs there were several incidents which group members' 

expressed as bei.n:J confusirg as a result of this process. 

5) Role CJ:ystallization To 'lbe End Of 'Ibis Stage 

'IWo daninant themes concerning their camnon sense of structure 

emerged in group members' interactions during this time. First, they 

shared a camnon sense of l.rrpetus in creati.n:J the play am then havirg 

their perfomance polished. 'lhat sense of overriding l.rrpetus pressed 

many other interests, questions and concerns, to the backgrourrl for 

many group members. In tenns of roles, less significance appeared to 

be placed on devotirg time to discussing am defining roles. Having 

an imnediate need fulfilled emerged as their first commonly held 

priority. 
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For the JOOSt part, when they experienced dissonance or jarrirg of 

meani.rg, then individual participants tenied to ask questions ani 

raise concerns privately. '!hey also tetxied to do this with another 

individual, not in the larger group. '!heir process of maintainin;;J 

vague roles caused sane behin:i scenes consternation. '!his was the 

case particularly in tenns of administrative matters ani the 

producer's role. 

Group members had been relieved fran the urgency of assuming 

responsibility for administrative tasks. Many members still retained 

a sense of involvement with those tasks, but with no methcxi of havirg 

an impact on the decision-making process. 

A secorrl dominant theme emerging in group members 1 interactions 

ani which affected their experience of emerging roles was the shift to 

a "rehearsal fonna.t". '!his shift fran large group involvement to 

small group involvement with no opportunity for collective djsrussion, 

ani critique affected group members' ability to interpret ani sort out 

assumptions conceming roles. 

D.lring this period, through group members 1 interactions emerged 

several refinements in roles as experienced by those "in the role". 

As well several needs emerged through their exchanges, resultirg in 

rough creation of new roles. '!his was to be the last "expansion" 

period for a group members • creation of roles. 

Producer/Director-Script-creator-Editor/Actors-writers-Editors-cast 

jstage-ManagerjL.i.ghting ani Sound Crew/Wardrobe/Participant-observer. 
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b) Eme:tging Ieadership. Friendships, "Distance" 

For group members an inportant facet in all these relationships, 

leadership, frier:dships, am "distancirq in a relationship", was an 

element of trost. 

- So 1ft;/ first thoughts of cam were, "I •m goirq to tnJst this guy, 
because what he says is right. I really enjoy the way he does 
it. I really like sane of the things. Bill) S-27-p.ll. 
(Interview) 

- Well you get to firo out - even just rehearsirq. You learn to 
know how far, you can tnJst them - or if you can tnJst them. Or 
how loyal they • re goirq to be. Like, say, if anyt:hing would 
happen if you would blow a line - would they jump right in to 
caver up for you or would they let you starxi there am get 
embanassed. Ani you can after being with them for a while you 
can kim of feel this out. Ani with this dram business, ever 
since I started this, like there wasn't anybody, other than 
Della, that I knew before an::i I •ve made sane really good frierds 
since then that I would never probably meet in ordinary life -
like what I was doirq before. Len) S-6-p.l2 

More specifically with respect to leadership an::i legitimacy, 

durirq these meetirgs group menbers valued many of the same qualities 

they had in the previous set of meetings. For instance, cam continued 

to be valued for his expertise, although, briefly during the breaking 

point meetings, group members • own concerns predominated over his 

paradigm am sense of direction. 

'!hose among the group who also felt able to ask questions 

conceming their experience of ambiguity were generally valued. '!his 

was particularly the case when they clarified matters which concerned 

others of the group. 

-Whatever we use for a set is going to have to be highly mobile 
am highly invisible. So start thinking about it. cam) What do 
you mean "highly visible"? Eil) We don •t want to see it. cam) 
S-6-923. 
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One participant was valued by group members because sane thought 

of her as reflecting the interest arxl taste of the canmunity. For 

those who thought of the participant in these te:nns she provided them 

with a sense of direction concerninq canmunity response. 

- She is, she is a very typical person of this area. Exactly. 
Typical. Ani that 1 s why we have to keep everything plain arxl 
simple and easy ••• Len) S-6-994-95. 

- Ani her perception to this whole play, or her reaction to this 
whole thing is how 75% of the audience is going to react. • • Arxl 
she likes things cut am dried am plain am simple. Just like, 
you can't make fancy ••• Len) S-6-1000-03. 

-When we came off our "Pink Pills For Pale People" scene she was 
really laughing; Arxl she said, '"!hat's funny. I'm glad there's 
sanet.hing like that there, 1dni of thing.'' Arxl it made me feel 
very good cause I knew that • s part of the audience that we • re 
go~ to be appealing to ••• Arm) S-6-1003-05 (Bar). 

Group members eXperienced several transitions during these 

meetings, IOCWing from improvisational work to polishing their 

perfonnances. I.egitiinacy in tenns of qualities valued shifted for 

group members as their meanings-in-actions changed. For instance, in 

illlprovisational stages arxl in stages of explor~ for revisions to the 

script, those who could work on their own arxl were expressly 

encouraged to do so were highly valued. Generally, these were the 

"serious actors", with a few exceptions. As dress rehearsals drew 

near, group members also began to value those who were able to do 

without their scripts, who had memorized their lines, or had learned 

their parts in such a way as not to stumble. 

Given that group members' senses of context changed, however 

subtly aver this time, many experienced chang~ experiences of 
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legitimacy in others' acceptance of their actions ani their acceptance 

of others actions. 'Ibis may proffer an explication for one 

observation ex>nceJ:l'l.in: those who were friems. 

Significantly, those who acted in scenes together had not worked 

together before, nor were they family. Even the fet~ who were frien::ls 

or who had begtm to develop frierx:lsh.ips with other participants at the 

outset of the project did not act together in a scene. 

- She ani Jim, eh. What a team, eh? Arm) Yeah. Ien) We don't have a 
scene with them do we? cam) No. No. [Several people resporxl.] ••• 
No. She won •t. Arm) S-6-1021-22. 

However, several of those who improvised a scene together developed 

frierx:lsh.ips, a sense of camaraderie during these weeks of meetings. 

Jessie's growirg frierx:lsh.ip with Jay and Bill durirg their work on the 

"Train Station Scene" exemplified this experience. 

While sane participants were developing frierx:lsh.ips, sane were 

also experiencing "distancing". Breaking point actions concerning 

cx:stumes did not result in resolution of sane participants' feelings. 

In addition, Eileen disclosed in an interview that she was beginning 

to experience sane sense of exclusion from several group members by 

the en:l of this set of meetings. 

Quite apart from in:lividuals' feeling sane sense of friction with 

other in:lividuals, or a sense of being outside of the group, there was 

an emergirg distinction between the men's inprovisational activities 

and some of the wanen' s responses. 

- (Jay is makirxj a drumming noise.) Jay, stop it. [Anna shouting.] 
'!hat noise? Jay) Yeah. [Some laugh) Just a childish way to get 
attention. Jay) I know I have a two year old ••• [After a pause) 
'!hat was my mther' s voice I guess. [Anna laughs) • S-6-906. 
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- I'm a fidgeter. Jim) Yes I krlow. It's not hard to realize. Atm) 
Would you quit... Joy) Yeah, lay it to rest. Atm) S-3Q-1178-79. 

When this friction flared cnoorq group members, it seemed to subside 

swiftly. 

c) Ritual Activities 

'!he seccni Act-Play refers to ''Ritual Hurrour" as an emerging 

"sb:uature" which group members' brought to their activities. Group 

members continued to create running jokes during this period as well. 

Opportunity to do this with each other was affected in their 

transition fran ilnprovisational work to rehearsal am small group 

work. However, with the September twenty-third meeting group members 

heard one line which became a very lorq starrling joke. 

As previously described, when Jessie stepped outside of the 

''hmnan train" to assess the affect, she remarked, "It doesn't look as 

pukey as it feels." (S-23-1114.) '!he line seemed to strike a chord in 

their camnon experience with the project. Jay responded inunediately 

to Jessie's remark. He referred to her statement as "classic" 

(S-23-1114). 

At a meeting after Jessie made the camnent, Joyce repeated her 

comment as though assessing a scene she was observing: ''It doesn't 

look as pukey as it feels!" (S-28-1138.) Joyce was greeted with 

uproarious laughter from group members present. '!he study posits that 

group members apparently experienced humour as tie cnoorq them. 

In addition to hllllDlr as a bond for group members' they also came 

to recognize the story circle as an important ritual. cam had 
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initiated the story circle as one of the first exercises of the 

ail-day workshop. At the em of their story cam had canplimented 

groop members' on their ability to do the exercise. Most had 

expressed delight with the exercise - once it was over. 

At a subsequent neetirg, cam IOOdified the beginning woros of the 

exercise am asked groop members to do it once m:>re. 

- I woke up this m:>mirg ••• cam) Oh, no. Ann) [Recognizes story 
circle.] I ran out of gas. ['!his is an aside referrirg to how cam 
started the first story circle.] Pink pills ••• Joy) [Another 
reference to cxmtent in the first story circle which also related 
to first i.np:rovisation group members did. ] S-5-846. 

When cam could not atterrl the Septelllber ninth neetirg, group members 

began the neetirg with the story circle. At that time, some did not 

experience the exercise as having been done "successfully" when cam 

was absent. 

'Ihe significance of the story circle may be best represented 

through the eyes of a participant who cane after the story circle 

practice had died out. In this instance, he had been advised of the 

experience am been given to believe that the groop was about to 

in:iulge in the experience, again. 

- Yeah, my first surprise was, "EveryJ::xxiy sit in the circle". 
Nobody told me what the circle was. I didn't have aey clue of 
what we were doirg ••• In that sense I didn't know what to expect. 
I didn't know the way cam was doing it. cam is such a different 
director from the other two plays that I •ve done. But that was 
the only surprise. Bill) S-27-p.8. 

-What was the circle? Mad) '!he first night I went he said, "Okay 
everyJ::xxiy get in a circle. And Lenore was sitting beside me. I 
said, ''What is the circle?" She says, ''We just sit in a circle 
am toss ideas back am forth". And we got in a circle am erded 
up reading the play. • • I •ve never been involved in a wann-up. 
'!hat's what Lenore told me. • • She said we say a word arrl 
continue. I was looking forward to that. But we erxied up just 
reading the play. Bill) S-27-p. 8. 
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Although cam only initiated the stox.y circle twice, group members were 

to revive this ritual once 100re before the ern of the project. 

'"'he circle" had clearly becane part of many group members' emerging 

lexicon - of rituals. 

EMERGING IEXI<DN 

'!he introduction to this Act-Play described a general shift in 

data collection. It irrl.icated that cam spoke much of the time dur~ 

meetings with group members 1 responding through their actions as 

actors. Group members' lexicon of conunonl.y held words related to 

theatre process appeared to be grow~. However, this was difficult 

to detennine since, often, they were not us~ the words but 

responding to cam 1 s use of the phrases or words in his directions. 

Within the section "Emetg~ Patterns Of Process" there are two 

segments describ~ larguage used in cam 1 s direction of group members 

in their process of revising irrl.ividual scenes. '!hose words have not 

been repeated herein. 

"FUn": 

'!he word fun continued to be used in a manner suggest~ 

expressive exploring. Sanetimes, the irrl.ividual 1 s tone of voice would 

suggest a profourn quality through the word associated with excitement 

in exploration. However, on other occasions, group members seemed to 

associate the word with a light-heartedness, not be~ profourn. 

- I:Brling, darling. Jes) We're going to have fun working on this. 
cam) s-6-895. 
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- 'lhe fun is done. Now the effort is puttirg it back into a kim of 
inspirational fonn... With seeming conviction. S-13-1064. 

- Feel free to make it big, very, very, big. It's easier to brirg 
it down. But go for it. Yell, scream, rant, rave. Have fun with 
it. Have lots of fun with it. look for peaks ani valleys. look 
for places to whinper ani cry ani ben:i. look for places to shout 
and scream. cam) s-27-1244-45. 

In one instance, in this stage a group member's ccmnents 

suggested a link between "fun" in tenns of explorirg through 

inp:rovisation, and "playing": 

- You see, when you were talking resentments, ani I n-entioned it to 
cam before, it seemed to me when Allie ani I read the script it 
edited out all of our play time on stage. Which I think was 
necessary. I mean we were hying to work thin:Js out on stage. 
S-6-938-39 (Bar. ) 

Group members oontinued to use these words in intense fashion 

throughout the :remaimer of the project. 

''Working": 

'!his was one of the fEM words which many group members seemed to 

grasp quickly and to begin to use both to ask for critique ani to 

provide it. 

- An:i she knew enough, she was experienced enough to know what 
worka:i ani what didn't quite well. Bill) S-27-p.9. 

- I like it cam. Is it working? Jay) Yeah, I think it is. cam) I 
love it. Bill) o-4-1183. 

'!he following quotation taken from a group member's dj srussion of 

their processes relies on two distinct meanings for the word ''work": 

- I mean we were hying to work thin:Js out on stage. But if you 
have to stop arrl think, ''Will this work or not?" Ann) S-6-939-40. 

''Work" arrl ''working" emerged as one of group members' key words during 

this time of both inp:rovisation and polishing. 
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"Wim It": 

Although many group members began to use the wo:rd improvise or 

"i.nprov'' for their too:re "spontaneous" actirq interactions, sane still 

used other words for this experience. Both ''wirq it" am 

''brainstonnirg'• were still beirq used virtually exclusively by the men 

in cormection with improvisation: 

- I kini of had an idea. I don 1 t know. I winged it too:re or less. 
Al.) o-4-p.l3. 

- An extra idea when you 1 :re brainstonning always helped. • • Yeah, 
where I work we do that sane t:imes. We, we 1 :re even taught the 
TNO:rd brainstonning in engineering, am how to use it. You get a 
group of people together am you first think out loud. It might 
be wild ani outrageous am totally radical and eventually a chunk 
of it might apply to the end product. Al.) o-4-p.l2. 

Interestirqly, group members did not appear to sperrl time 

at.temptirg to create a general description of their processes. 

Rather, their diSOJSSions am therefore the words they used were ones 

to describe their immediate concerns while engaged in these processes. 

"Flat": 

cam began to use this wo:rd to describe a scene with no dramatic 

impact. Group members 1 also appeared to develop a sense of this wo:rd 

very quickly and began to use it, again for purposes of critique. 

- 'lhe first three or four t:imes you read it through it was flat. 
'!here was just not:hirg there. Jim) o-1-p.lS. ' 

"stuck. Blocks": 

Although these words were very rarely used during these meetings, 

one c:x:ul.d see group members experiencing them during improvisational 

experiences. One participant used the expression in an interview to 

refer to an experience when she did not know what to say or do in 

response to another actor 1 s i.ITprovised line. 
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- I was stuck when she asked me about an embarrassing incident. 
Ior) Q-4-p.17. 

"Big Hole. Gap": 

'lhese were not words which group members had begun to use in this 

stage. cam was using them in his direction am descriptions to group 

members. He was appa.re.ntly describing his experience of watching a 

scene cane to ~ sufficient halt to produce a sensation of creating a 

''hole" in the fabric of the actors' theatrical allusion. 

- ••• 'nlat lovely little scene ••• It's actually a very nice scene 
except whenever her cue canes there's this big hole. cam 
Everybody's waiting for her. Ann) S-30-1177. 

As previously described with a shift of focus toward perfonnance, 

actors' timing ani tempo became extremely :inp:>rtant. 

''Tum": 

In one of the first meetings of the project, cam had begun to 

speak of a concept, the "dramatic turn", which he held as key to his 

paradigm of theatre. He did not refer to the concept frequently, nor 

directly although sane of his references to sub-text made sane 

reference to it. Dlring these series of meetings he explained the 

concept in the following manner: 

- But I still think the cleverest improv ani the cleverest art is 
the one that's IOOSt unexpected. And yet when you think about it, 
its the logical conclusion. I love listening to Mozart. Mozart 
never goes down the same road. Yet where else could it go? cam) 
S-16-1395. (Interview) 

Although using a synonym of sorts, a few group members inticated that 

they ume:rstood what cam had meant by the concept of the dramatic 

tmn. 

- You're allowed to twist the words around an:l make puns a lot as 
lon; as you put something together yourself. Jim) o-l-p.31. 
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"SUb-Text": 

'!his was another word cam used frequently during the last of the 

mee"tin3s of this period. Although group members did not use the word 

nuch, they apparently began to unierstard the concept. 

- '1he problem as the scene is written nc111, we're talking the text. 
In other woms you shouldn't be stating this stuff. People don't 
talk about it. 'Blat's why I threw the peas in there. Peas is 
talking about a whole bunch of stuff. '1he xneanirg in what you • re 
sayirg with this stuff canes back rore a little at a time ard 
that kind of stuff. cam) s-7-1039. 

'1he section, "Emergirg Pattems Of Process", illuminates how 

influential cam • s conception of "sub-text" was in tenns of directing 

actors. He relied on this concept with respect to both revising the 

script ani polishing actors • perfonnances. 

structure Of Scenes: 

In group members' breaking point meetings of August, they had 

begun to use woms suggesting that they were making distinctions ~ 

types of theatre fran "experimental theatre" to "theatre exercise". 

To add to this sense of theatre in structural tenns, cam began to 

describe the play in tenns of distinguishing among scenes. He spoke 

of ''major" ani "minor"'· scenes. 

-'Blat could potentially be a major scene. I don't know. So let's 
work on that right now. cam) s-5-866. 

"Rules": 

'!his is a word which a few group members had begun to use in 

mee"tin3s ilmnediately prior to this series. '!he word surfaced during 

this period once rore, but it was not used commonly or constantly as 

other woms listed herein. 
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- Go buy the car sanebody. cam) Jes, it's your idea. Go ahead. 
Jay) 'Ihe rules of it, is that if you make it up, get to read the 
article. Jes) I made it up, I'm in there. I'm in ••• Ann) Okay, 
now I 1mow the rules, is there any other rules? Jay) Yeah, Deb. 
Go for it. Deb, Deb, Deb. Joy) Note when Deb goes down to do 
inprov - first p.lShed,none want to take on rore, reversal. 
S-5-877-78. 

''Runnina Joke": 

Although group members had been creatin:J them since virtually the 

first meetin:J of the study, they only began to use the prrase "nmnin3' 

joke" in fonnal sessions during this time: 

- Like, that nmnin3' joke with forty-five years going through 
there. Ann) S-6-945. 

'Ibis l~ening list of words which group members • were 

beginning to use in camnon evinces their growing sense of meanings 

held in camnon. 

EMERGING TEMro AND RHY'IHM OF ACI'IVITIES 

'Ibis span of meetings might be described as a medley, a series of 

songs which marked small shifts, sane SlOOOth am unnoticed in the 

nanent, others, not quite so smothly joined. '!hough nuances of tenp:> 

ani mytlnn shifted during this time, they began to build gradually in 

volume ani intensity concluding with a compelling, drunming mytlnn. 

Within the musical arrargement, the larger framework, there were three 

apparent themes. 

'lhe musical pieces began with the sourd of jazz resonating fran 

the "suite" of the secon::i Act-Play. 'lhe theme linki.rg the first 

series of songs took shape in terms of style and instrumentation. 

'!hey were upbeat, syncopated, and of wini and brass. 
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A secon:i, lon:Jer series of thematic pieces emerged fran the first 

series of songs. '1hese pieces featured more interplay of bass 

instrumentation with percussion, reachin;J for a constant, regular 

rhythm. '!he pieces in this part of the medley provided colourin:J 

through shiftinJ intensity of volume. 

Emergirg as a third series of songs, this set began to combine 

themes of the first two with variations. However, this series brought 

a special element to the combination, featurin:J more of the 

percussive, with flashes of cymbals. 'lbrough a series of transitions 

they gradually shifted sufficiently to conclude with less 

improvisational influence. Ten'pl, eNer increasing produced a sense of 

ilrpetus. 

INIROIXJCI'ION 

'!his Act-Play has e.meJ:ged through the sculpting process of data 

analysis to represent the greatest rnnnber of group members' meetings. 

While this stage erdeavors to portray fourteen meetings, the first two 

stages afforded descriptions of three meetings. Given the wealth of 

data linked with "this stage", description herein has been confined 

primarily to those meanings group members' came to hold in cataton an::l 

which emerged as sufficiently significant to COl1'pel them toward joint 

meanings-in-actions. '!his range of focus is consistent with the 

espoused purpose of the "Emergirg Olltural-Meaning" section. 
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GRa.lP MEMBERS' EMERGING CHORD OF amiURAirME'ANIN 

Group members' IOOSt canpelling focus during this t:ilne emerged as 

an unwaverirg resolve to follcw processual threads fran the all-day 

workshop as the basis for weaving a play ani presenting it. In their 

pursuit of these p:r:oce.ssml threads, their threads dlanged, had to be 

~led ani on occasion, they both created ani rerouted threads. 

'lhroughout this process, "acting" emerged as group members' key 

activity, ani as substance for their thread, their acting activities 

also "acted back" on them as experienced stnlcture to shape their 

process ani thereby their direction. 

'lhe phrase "Play Acting" was chosen as a title for this Act-Play 

as a descriptor for group members' eme:rgirg cultural-meaning li.nkai 

with acting, throughout these meetings. "Play-Acting" was interrled to 

corwey group members • fervent focus on acting. It was also :int:enied 

to corwey an emerging sense of their acting experience in c:cmron. 'Ihe 

phrase, was selected for its descriptive breadth. A phrase was needed 

which would be sufficiently broad to include a subtle shift in group 

members' actirg interactions during this series of meetings. 

Group members both created ani were subject to subtle, but 

constant dlange while continuing their acting interactions. 'lheir 

shift in meanings-in-actions began with "anchored anomie", very nuch 

represented as "ludic - play" in the secon:i Act-Play. Emergence of 

change in group members' theatre processes became apparent only when 

they were coming to an ern with their process. 

Shifting fran initial creation of scenes, using :in'provisational 

interactions, their efforts came to be channelled into revisirg a 
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formal script canbined with poli.shi.ng their perfonnance. 'lhrough this 

shift their interactions charged fran improvisational work to a 

rehearsal fonnat. 

Although group members did experience shifts durin; this period, 

their interactions throughout this stretch of meetings suggested 

c:x:mtr:mality in effort to continue to "act" am thereby to progress 

towards creation of the play am polished perfonnances. '!heir sense 

of in'petus had been shaped in prior meetings by their stnlggle to 

develop a COJlUlOl sense of direction. 

GROOP MEMBERS I EMERGING a:HDNALITY OF MEANING 

a) starting Point Of Connnonalitv 

'Ibis· segment returns to prior stages to act as a remirrler of 

cultural-~ group members brought with them to this third stage 

of their interactions. Descriptions of group members' interactions in 

the first stage, "General Context" am "SUstained Uncertainty" 

interpreted group members' experiences of ananic corditions as their 

c:xmoon startin;J point, their cultural-meaning shapin:J participants' 

interactions. 'lhey experienced ananic conditions in several respects. 

Many participants experienced ananic conditions as irrlividuals in 

the community. 'lhey experienced themselves as "outsiders" to a 

community wherein people tended to have remained from one generation 

to the next am wherein a strong Gennan catholic tradition influenced 

daily life. 

Initially, participants also experienced anomie conditions linked 

with the project and the group. Interviews during this pericx:l 
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confirmed group members' concem with ananic corrlitions related to 

their activities: 

- I take it fran what happened, because we sort of stagnated for 
two solid nart:hs -July ani August - nothing just happened out of 
all of that. • • It was really gocxi when we finally got together 
ani did that th.irg, that one Satu:roay with cam. until that point 
we were pretty lost. Jim) o-1-23. 

- Yeah there was a lot of ~rk going into it, but nothing caning 
out of it. I was get.tin; pretty discouraged. An:i I was off for 
JOOSt of that time ~rkirg ani I didn't really know what was 
happening. An:i I'd come home ani nothing had happened. An:i I • d 
been gone for two weeks ani this th.irg • s still sitting there. I 
was alioost to the point where I was won:Iering if this th.irg was 
going to go at all. I didn't want to give up on it. I don't 
think I was to that point. I certainly had my doubts. Jim) 
o-l-p.24. 

- Oh just this past two weeks. I was ready to quit just before we 
started those improvs. • • After that Satu:roay that we worked fran 
ten A.M. to ten P.M. I felt really gocxi. I had a headache next 
day ani the rest of the day but I finally felt like I did 
sanething in that group. Allie) S-16-p.l4. 

- I kept gettirg quite hyper because I didn't think things were 
m::wing alon:J as fast as I thought they should. But I guess, for 
people that are in it, it didn't seem to bother them. So I guess 
it was going alright. Arxi now I can see it has kinda come 
together. I see that there's a lot of different points in 
different things. lor) o-4-p. 6. 

- • • • But ncN that it is at this stage ani I have been involved a 
little bit nore, ncN it's a priority again ••• '!his workirg with 
nothing, I didn't enjoy [emphatic]. Was there a point in tillle 
when it seemed like there was saneth.irg to work with? Mad) Oh 
yeah, after a couple of these workshops. len) S-6-p.lS. 

Group me.mbers' series of breaking point actions in response to 

experiencing ananic corrlitions within the group, began to produce sane 

sense of resolution however "texrpJrary. With a multitude of tensions 

directly ani indirectly related to a struggle with a theatre paradigm, 

group members' launched into two breaking point meetinls followed by 

the all-day acting workshop. 

As described in the previous Act-Play, "Anchored Anomie", in a 

series of interactions, group members developed a stronger sense of 
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group entity through several means. 'Ihese included explicitly 

distirguishirg between themselves arrl the ccmra.mity through diSOJSSion 

of research. '!heir breaking point meetings during the secorxl stage 

also provided them with a sense of structure in tenns of 

decision-nakin.J process. '!hey developed a conm:m sense of direction, 

a theatre paradigm through discuss~ the content of the play. 

In tenns of creat~ a specific sense of structure, group members 

also clarified cnoorg themselves, arrl with cam, his role arrl that of 

the producers 1 • 'Ihese clarifications were not to rema.in clear, but 

they were experienced as being clear at that time. ruring these 

meetings, cam also provided an important "piece" in their theatre 

paradigm puzzle. He offered a solution to their conflict regardi.n; 

theatre paradigm arrl paradigm in tenns of group members 1 relationship 

with the ccmnunity. He articulated what had been for sane a tacit 

distinction. cam came to distinguish between actions appropriate 

internally ( cnoorg group members) , arrl actions appropriate externally 

(for a community audience). 

Distinguishirg activities on the basis of internal arrl external 

context assisted group members in mediat~ tension between their 

desire to explore arrl their sense of ananic conditions when 

interact~ in the comnrunity in those tenns. cam's express 

distinction between external arrl internal activities manifestly 

allowed group members to "leap" into the all-day -workshop as an 

exploratory "go with it" activity, but as an activity which was 

considered internal to the group. 
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- Like when we were doing those two skits with those three 
objects. • • Who would have dreamt that those would have fonned the 
whole basis for the play. If anybody had known that that was 
~ at the time we would have been so scared ard upset ard 
~rried about what was going to happen ard what we were doing 
that it would never have worked. Joy) S-23-p. 7. 

'lbrough their interactions of that day in the workshop many group 

members' also experienced an increasing sense of both group entity ard 

structure. '!hey could do this acting, ani they had "sanething 

concrete to show for it". 

Based on experience they had brought with them as irdividuals 

overlaid with experience of the project thus far, group members 

carried with them to the meetings of this third stage a camnon sense 

of impetus, of excitement contrasted with earlier experience of ananic 

con:iitions. 'lhey also carried with them seeds of ambiguity ani 

conflict in paradigmatic actions from earlier, tenpJrary resolutions. 

b) Emerging Commonality Of CUl tural-Meanincr 'Ihrouqh Interactions 

'lhe previous segment described many aspects of group members' 

emerging cultural-meaning. Of those described, group members began 

this series of meetings with two most c:arpllling cultural-meanings. 

Group Members' CUltural-Meaning And Breaking Point Actions 

First, group members experienced an ever stronger view of the 

ccmtlltli.ty as homogeneous ani in that homogeneity an unwillingness to 

support new initiatives. Group members' experience of themselves as 

outsiders to the community continued to be emphasized through their 

discussions during the first of these meetings. 
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Group members' developnent of an internal sense of group was 

constructed at first through contrasting themselves with the 

ccmrami:ty. Apparently, "go with it" paradigmatic approaches were thus 

purposely confined to activities "internal" to the group. 'Ibis carm:m 

belief concem.in:J the community, ani their subsequent attenpts to 

delineate i.nte.ma1 ani external activities was to engemer breaking 

points once more related to their ongoing development of a theatre 

paradigm held in CXJJl'IIOOn. 

A secorxl canpelling cultural-meaning was more :i.nunediately 

asscx:iated with their evolving theatre paradigm. Emerging fran the 

all -day workshop experiences, group members retained in CXJJl'IIOOn a 

relatively specific sense of theatre process, "play-acting". '!heir 

sense of process was prinarily based on their dj scussions ani what 

they had already experienced as process through improvisational work. 

Focused at first on "play-acting" as improvisational work, during 

these meetings through their theatre process group members had several 

experiences which became significant in tenns of their emerging 

cultural-meaning. For example, many group members experienced a sense 

of the profound related to theatre through their collective creation 

of meaning in the moment. 

- It always amazes me. '!he way these things work out. Ann) 
S-16-1093. 

- Yes. Because I felt good about doing it. [Silence.] I think 
its helping me a lot, personally - for my own. It makes me feel 
better. It makes me feel good. You know, what I'm trying to 
say? Inside, I feel good. I feel happier with myself. Maybe, 
I've had these things and never have had the opportunity to 
express them or whatever ani now I •m having this chance ani 
maybe that's why it makes me happier, I feel better about myself. 
len) S-6-p.14. 

889 



- It amazed me haw we started with nothing an:i build a play out of 
it. Al) Q-4-p.ll. 

Balanced with this experience of profourrl treaning through intense 

group exploration, their process as experienced at this point also 

alla.led for certain protection. As irxtividuals acting, they might 

:inpose through subtle self-censorship, sane "control" on content. In 

other words, know~ that a ccmnunity audience might eventually 

observe sane of the content, this may have shaped to sane extent their 

"spontaneity" in inp:rovisations. 

nn:in;J inprovisational work cam 1 s methods of facilitatin:J their 

process was to ask actors what they felt and whether they were 

comfortable with their actions an:i lines. Given this focal point on 

their feelings an:i treaning in ilnp:rovisational work, group members 

experienced themselves exerting substantial control. In this sense of· 

process, na;t significantly, despite succumbing to "go with it" 

inclinations, they were not hampered with spectres of ananic 

con:titions related to their experience with the ccmnunity despite. 

Another llnportant element of cultural-treaning associated with 

their initial experience in theatre process emerged through their 

play-act~. F'Un:3amentally, they had at last begun; they were "on the 

road". With the all-day workshop an:i the first two meetings of this 

stage, na;t significantly group members began to gamer a sense of 

in'petus attached to their theatre processes. Group members 1 actin;} 

interactions had responded at last to their na;t canpellilg breakin:j 

point plea for sanething concrete: 
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- Well it was when we were talking about - What are we going to 
eni up with. It's on everybody's mi.rn, ''What are we goirg to eni 
up with?" Ani fran all that everybody seems to be centred in one 
spot.... just got to be that way: 'Ihin;}s that are going to 
happen on the stage. Eil) A-1-235-37. 

Acting on stage, workirg towa:ros creation of a scene satisfied 

group nanbers' need drivirg one of their paradigmatic approaches, a 

need to "get sanething concrete11 • In this vein, when cam presented 

group members with a script based on their improvisational work, 

virtually all expressed delight. 'Ihrough this process a sense of 

impetus became for group members highly valued and thereby inportant 

in tenns of their cultural-meaning. 

Ostensibly there were several ·benefits which group members 

derived fran their emerging sense of theatre process as "play-actirg". 

Group members were finally able to experience their paradigmatic 

approaches working in hanoony. '!hey were engaged in "getting 

sanething concrete" and "they were also able to "go with it" as 

previously described. Tension between their paradigmatic actions had 

been virtually eliminated. 

In addition, group members' experience of being anchored through 

a sense of group entity and through a sense of structure flourished 

during this stage. In particular, some of group members' comments 

suggested that they had experienced profourd meaning in tenns of 

caning to have a sense of group entity. '!heir ccmnents ranged fran 

a charged perspective of irrlividuals in the group to their sense of 

camnitment to "the group". 

- Well you get to find out - even just rehearsing. You learn to 
know how far, you can trust them - or if you can trust them. or 
how loyal they're going to be. Like, say, if anything would 
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happen if you would blcrw a line - would they jump right in to 
oover up for you or would they let you starrl there ani get 
embarrassed. Ani you can after beirg with them for a while you 
can kini of feel this out. Ani with this drama business, ever 
since I started this, like there wasn • t anybody, other than 
Della, that I knew before ani I've made sane really good frie1Ds 
since then that I would never probably meet in ordinaey life 
-like what I was doin) before. Ien) S-6-p.l2 

- Yoo see a different part of a person. In that first play, Jim 
was involved in the lightin) ani that kini of 1:hin:J - ani stage. 
Yoo only see that part of him. He took on the actin), this part. 
You see a different side of him. Ani also beirg 100re closely 
involved with him, too. He has such a sense of hlllrOUr which 
wasn't apparent in that first production. Ien) S-6-p.10-11. 

- But it • s sharin) those concrete experiences. • • that we trusted 
each other to be able to explore further. cam) S-6-976. 

- Because you •ve got to get in ani learn your lines ani you •ve got 
to because it's not fair to the rest. Lor) Q-4-p.13. 

A sense of profurxlity related to group entity may explicate sane group 

members 1 experience of breaking point related to Lyle. 

In tenns of structural anchors, jointly experiencing this 

concrete theatre process gave group members' a sense that they could 

repeat this process even though they could not articulate it. 

However, this meant that with respect to their anchorin) in stJ::ucture, 

group members appear to have held assumptions inplicitly conceming 

an eme.t:gin) sense of their theatre process, "play-acting". one of 

their assumptions became key in their interactions. 

Group members continued to assume an absolute quality associated 

with a paradigm of theatre. 'Ibis assumption merged with their theatre 

process as part of theatre paradigm. Within a few meetings they were 

confronted with this assumption in tenns of confusion concerning 

"theatre roles". '!hey were also confronted through gradual, but 

decidely significant changes in their theatre process. 
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In the description which follows consideration will be given 

first to group members' latent confusion in theatre paradigms when 

~ed in improvisational processes. '!hereafter the study 

contenplates implications of c.llanJe for them when they shifted away 

gradually fran improvisational work as a basis for their theatre 

processes. 

Sane group members spoke of distinctions between improvisational 

work they were experiencing am what they had experienced before they 

had such past experience in tenns of theatre processes: 

- First of all its harder to get into character when you're not 
that sure of who you are playing yet. When you have a script you 
read the script am then you see the character and you beoome the 
dlaracter. Jay) S-13-p. 8. 

Process for actors arxi their "role" as actors were not the only 

c:::atparisons made. Group members had, in prior stages relied on a 

conceived paradigm of n::>re "traditional" theatre. 

- It makes sense the producer produces. In a professional 
production you're not arguing for your opinion, any toore than 
you're up there saying "I think your left ann should be ••• " Ann) 
A-14-432. 

'!he group member in this instance was suggesting that the actors 

are not nonnally involved in decision-making process related to "the 

director's role" am "the producer's role". In other words, as in 

that instance, administrative matters would not be on the age:OOa. 

Qn;Joing administrative matters would not be issues for decision-making 

within the danain of actors in a "professional" or more traditional 

structure of theatre. '!he group member • s argument for professionalism 

of theatre as she understands it implies that they should be shifting 

into a "professional theatre" paradigmatic perspective. 
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However, having begun to develop a sense of group entity am as 

part of their structure a sense of participating in decision-maJd.rg 

generally, group members apparently had sane difficulty in adopting 

this ''professional hierarchical" paradigmatic perspective of theatre. 

Inprovisational work terx.iei to reinforce a sense of group process am 

involvement. '!his was particularly the case when group members made 

suggestions as members of the audience in tenns of actors "getting 

unstuck" am in tenns of assuring historical authenticity in scenes. 

When they ceased to have this role, cam continued to consult with 

actors in:tividually about their feelings am their COncet:nS in 

improvisational work. His role initially was more as facilitator than 

director. 

'!he interesting paradigmatic conflict regarding theatre lies in 

group members attempting to promote one processual paradigm while 

engaged in another. While valuing their ability to have involvement 

in decision-maJd.rg process in all aspects of the project, mmy group 

members were reaching toward what they understood to be a 

"professional m:xiel" based on a hierarchical decision-maJd.rg process. 

Although this ananaly in paradigm was imbedded in their activities am 

their cultural-meaning process, group members did not respon:l to their 

dissonance until one of their most strongly experienced 

cultural-meanings was pressed into the centre of their activity. '!hen 

group members respon:led with breaking point actions. 

'!heir experience of paradigmatic anomaly concerning 

decision-maJd.rg process became exacerbated, ironically, with their 
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gradual shift toward a too:re hierarchical process. As described in 

''Emel:gin;J Pattems Of Process", shifts came with distribution of the 

first script. Although they continued to do improvisational work, cam 

arxi group members' efforts were soon devoted to revision of the 

script. Eventually, their focus utterly shifted toward polishing 

actors' perfonnances. 

As time constraints became a source of cultural-meaning, roles 

changed. To save time, cam became more directive as writer an:i 

"director". Consistent with that, their conceived structure became 

rehearsal-like. ~ey met more frequently, but not as a group. ~us, 

their theatre process changed substantially. "Play-actin;" was not as 

group members had initially experienced it, although they continued to 

act. Decision-ma.kirg process had shifted away from group members to 

director an:i to a lesser extent in tenns of administrative matters, to 

the producer. 

In the process, group members were beginning to be cut off fran 

their anchor through group entity. By the third week in September 

they were not meeting together as a group either during the meetings 

or through socializing thereafter. Neither was their contemplated 

stnlctu:re remaining entirely the same given the shift away from 

improvisation toward revision and polishing perfonnance in rehearsal 

fonnat. 

Despite these changes, group members appeared initially reluctant 

to resporxi other than through continuing to act. ~ey appeared to be 

reticent to tear apart and bring to a halt impetus they had 

experienced through acting on stage a:rrl through receivin;J a script. 
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'!hey had enjoyed "this theatre process" as a process resporxiirq to 

their cultural-meaning quests for the concrete. 

Group members' orientation for IrOSt of this period, then, 

appeared to arise fran a CXitllwnly held intent to leam ani do what was 

needed to be done in tenns of an unfolding theatre process with 

"absolute" qualities. Crucial to this CXitlltonly held intent is an 

assumption that there was sanething absolute about that theatre 

process despite constant, subtle changes. 

'!heir theatre process proved not to be "absolute". Instead, 

ananalies began to surface between their two juxtaposed paradigms of 

theatre, one st.enming fran an improvisational, collective approach, 

the other fran a hierarchical decision-making process. Group members 

appeared to experience a tension between disturbing their sense of 

progress, that is, one of their cultural-meanings, to confront 

conflicts with other cultural-meanings including disruption of their 

growj.rg sense of anchors in group entity and structure - as absolute. 

If they questioned, raised concerns, this might bring their 

~tus to a hal~, thereby also quashing progress and creation of the 

concrete. Apparently, the thought of producing full-fledged breaking 

was an effective deterrent to group members' initiating breaking point 

actions for several sessions. By mid September, they also had no 

forum, no joint meeting time in which to initiate this action fonnally 

or infonnally in socializing. 

When group members finally did take breaking point action on 

September twenty-third, it resulted fran a sense of urgency with 
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respect to one of their na;t c:::arpel.ling senses of cultural-meaning, 

what they were prepared to perfonn before a ccmnunity audience. When 

cam began to edit am add content to scenes both in tenns of lines am 

actions, group members did not object for a period of time. '!hey 

finally objected when they experienced conflict between w~ to 

avoid disruption of their theatre process intemally, am being 

unwilling to act or say certain lines extemally, in the ccmnunity's 

presence as audience. 

As previously described group members met as a group in the final 

week of September to address their concems with respect to a few 

lines am actions in the script. 'Ibis afforded them an opportunity to 

:reaffinn their sense of group entity and decision-maki.rg structure 

through meeting together and developing a process as a group to review 

the play am to mcxtify troubling actions ani lines. However, their 

actions precipitated some small crisis in relationships. 

In addition, group members were not able to resolve concerns 

related to maintaining an absolute quality in their paradigm of 

theatre. once again, a fundamental aspect of their paradigm was in 

conflict with their "expert's" paradigm. Lines between actions 

extema1 to the group and those appropriate internally to the group 

were not drawn in the same place by eveeyone involved in the project. 

Group members initiated no more breaking point actions during 

their renaining meetings. However 1 it is interesting to note that a 

cllarge occurred after their breaking point meeting of September 

twenty-third. '!he study posits that at this meeting, through their 

breaking point actions 1 group members reinforced a sense of group 
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entity arxi decision-making as vital to that sense of entity. 

'lhereafter, when group members were dissatisfied with revisions they 

were toore likely to display sane acts of imeperxience in the fonn of 

resistance or whispered revolts. 

'lhe description thus far outlines group members • cultural-meaning 

as though haoogeneously experienced by all group members. 'lhe study 

has in:ticated previously that other group members did not experience 

arxi respoOO in the same manner. For instance, both prior sections, 

"Emergirg Patterns Of Process" am "Emerging structure" referred to 

different emphasis in responses between men an:l women concerning 

tension. 

In "Emerging. lexicon" sections the study has recorded group 

members • use of the word "fun". In tenns of paradigm many group 

members appeared to speak of having fun as outside the theatre 

paradigm, as being of "personal" purpose. In this sense they might 

also have experienced sane tension between the personal purpose of 

havirg fun in contrast with the need to ''work". 

-Well, at least we had a good time with it. Eil) A-30-800. 
- 'lbey're having a lot of fun with it. I'm having fun. Deb) 

S-9-p.24. 
- See how nuch fun we have when you 1 re not here? We didn 1 t 

accomplish a hell of a lot. But we sure had a good time. Jes) 
S-13-1075. 

- 'lhe fun is done. Now the effort is putting it back into a k:ird of 
inspirational fonn... With seeming conviction. cam) S-13-1064. 

On the other han:i, for sane "fun' became fused with part of their 

process in tenns of "go with it" exploration. 

- Feel free to make it big, very, very, big. It 1 s easier to bring 
it down. But go for it. Yell, scream, rant, rave. Have fun with 
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it. Have lots of flm with it. look for peaks arxi valleys. look 
for places to whimper am cry arxi bern. look for places to shout 
and scream. cam) S-27-1244-45. 

- You see, when you were talking resen'bnents, and I mentioned it to 
cam before, it seemed to me when Allie and I read the script it 
edited out all of our play time on stage. Which I think was 
necessary. I mean we were trying to work thi.rgs out on stage. 
But if you have to stop and think, "Will this work or not", then 
it is not spontaneous. So the improv is good for that. 
S-6-938-40. 

For the JOOSt part, the men appeared to maintain a strong 

connection between theatre process arxi "go with it" throughout this 

stage long past an emphasis on improvisational work devoted to 

creating the play. '!heir behaviour during breaks, during acting, arxi 

even during diSOlSSions suggested that they continued to improvise arxi 

to bring a sense of exploration arxi fun to their process. 

'!hey also espoused the view that they were less immediately 

concerned with distinctions between intemal and extemal actions. 

'!he study has quoted one group members' concern with "watering down" 

the play too nuch (Jim, S-13-1085). I took this participant to be 

implying that they had taken "the sting" out of the play in deference 

to the audience since his remark came as a response to a question 

about whether sane in the conununity might firrl sane offence in certain 

aspects of the play. Sane of the men • s apparent low key response to a 

relationship with the conmmity as audience was to change. 

Group Members And Reflections On <llange: 
'!heir Ememim CUltural-Meaning Of Adjustment 

Previous sections alluded to a developing context of change in 

group members "play-acting". They experienced this context of change 

in their "play-actirg" as part of a shift group members experienced in 
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theatre proc:ess, tpward revision of the play ani then polished 

perfonnance. When they began to revise ani polish both play ani 

performances, a proc:ess of adjusbnent emerga:l. As one aspect of 

their 'WOrk was ~a:l, all of the repercussions had to be "chased" in 

that scene ani all others. As September faded, group members were 

exposed to orgoirg ~e, of lines, of actions, of lightirg, ani of 

sub-text. 

Prior to the all -day workshop, group members experienced such a 

constant state of flux that ~e was their experience of structure. 

In their inprovisational work, they began to act in concert conveying 

sane sense of conm:mly held structure. With the coming of script 

revision ani adjusbnent, now, group members began to experience ani 

reflect back on ~es to "sanething" that had been there. 

Rather than the maelstrom of anomie conditions they experienced 

in their meetirgs of the first and part of the secon:i stage, in this 

stage their experience of change could be described in tenns of 

contrast. 

- I thought right from the start there'd be lots of little parts 
which wouldn't be bad to leam the lines for. Sort of the way I 
pictured it to start with but we changa:l our minds on it so many 
times. It's sort of cane full circle back to how I thought it 
would be. Joy) s-23-p.a. 

- '!he people that we have in the play right now - a lot of them 
didn't come to the regular meetirgs we had this summer. It was 
like that before. It just didn't seem like there were very many 
of us. Jim) o-1-p.ll - It progressed so nicely that it just sort 
of happened. Like when we were doing those two skits with those 
three objects ••• Who would have dreamt that those would have 
fonned the whole basis for the play. If anybody had known that 
that was happening at the time we would have been so scared ani 
upset an:i worria:l about what was goirg to happen an:i what we were 
doirg that it would never have worked. But because it was just 
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sort of step by step and it just evolved you didn't even kr'la.N 
that that was what you were doirq. SUddenly there it was. Joy) 
S-23-p.7. 

- I've got to have a script in front of me because for one thirg 
they're always charginj the lines. [He laughs.] Al) Q-4-p.9. 

- I didn't know that that's what they were doirq when we were 
discussinj these i:hin3s. So that was another surprise for me. 
'!hen after we had that first script, sanei:hin3s were charged -and 
that was charged. Ani we didn't know it was goinJ to be charged 
either. Sane of that came - I guess after they went to the bar 
one night or sanethirg. Ani then neither Joyce nor I liked sane 
of that so we charged sane of it again. Ani then cam put a few 
charges in ••• Yeah. Ani then that was it. lor) o-4-p.l7. 

- Oh just this past two weeks. I was ready to quit just before we 
started those inprovs. • • After that Saturday that we worked fran 
ten A.M. to ten P.M. I felt really good. I had a headache the 
next day and the rest of the day but I finally felt like I did 
sanethirg in that group. Allie) S-16-p.l4. 

- Like everybody's ideas, they tend not to be the same. You know 
you can't cu:gue with everybody else. You have to charge your 
opinion a lot of times on a lot of 't:hin3s· Just ask me. Ien) 
[Jes' s laughter can be heard suddenly in the backgroul'rl.] Oh, I 
kr'la.N. Ann) S-6-1006-Q7. 

ll.D:inj these series of meetings group members spoke in tenns of 

experiencin] a trememous amount of change but not with the same 

sense of ananic con:litions, or ''beirq lost". '!hey also frequently 

couched their sense of charge in tenns of a sudden or abrupt 

experience. 

For purposes of the study, it is also interestirq to note that 

prior to this stage group members had barely begun to speak of their 

experience with charge in breaking point meetings. (See "Anchored 

Ananie", "Data Related to Adult Fducation Framework As Constructed 

D.lrinj 'Ibis stage" for additional detail concemirq group members' 

consideration of charge in earlier stages.) It is difficult to 

detennine whether this was in part due to the interviews in which 

participants were invited to reflect on what they had experienced. 
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':IHENES DIRECrLY REIATED 'ID ArlJ.UI' EIJJCATION AS CX>NSTmJCI'ED Nf PRFSENr 

'!his section continues to act as a reillinier of the henneneutical 

circle in nr:t process of creating the Mobile-framework. '!here were 

many meetings during this stage. Yet these meetings were contained 

within a five week pericxl. 'lhroughout this set of meetings, 

CQ?Orbmity to do libra:cy research was limited by the time commitment 

of fieldwork given the number of meetings arrl interviews I was 

atterxling. 

CIJiriURAL-MEAN FOR PARI'ICIPANT OBSERVER 

Group members' excitement, their transfonnation during the 

all-day workshop spilled over into the first two sessions of this 

stage. My fieldnotes were saturated with recordings of the magnitude 

of their change during this period. Group members' desire to share 

their enthusiasm surfaced in the fonn of reflection, creation of 

stories arrl exc.harge of hmnour. Fran this experience with group 

members I began to link a sense of the p:rofourrl with their 

experiences. It was at this time that I also began to connect a 

kinesthetic sense to field experiences with group members. 

I recognized a sense of momentum in group members' interactions 

when in contrast, as their actions which had been transfonning became 

a pattern of more fonnal structure. Cllanges in their acting 

interactions became ll1llch more subtle over the course of these 

meetings. One aspect of their changing interactions confounied data 

collection. 

'1hrough studying methodological materials, I had detennined to 

study what meaning group members • were making of their experiences. 
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When, as a group, they were djsrussing various aspects of their 

enieavors, this fit with intent in tenns of data collection. HO'tlE!Ver, 

when group members began to respond instead to cam's direction through 

revisirg their actirg, this constituted a different basis of data. 

Noting their response to cam•s direction did not clearly 

illuminate what meaning they were making of their process generally. 

Although recognized as a problem, this shift in data content of group 

members' interactions, for p.u:poses of analysis and representation, 

was unresolved. Interviews provided some "relief", but data from the 

interviews could not offer instances of group members constructing 

meaning together as a group. 

Given that there was limited time to pursue additional library 

research during this period, data analysis in the field mainly relied 

on W"Orks already considered. The following is a passage from uroated 

''Reflective Notes" drafted in approximately late August. '!he passage 

contenplates concepts of theatre fran the social framework proffered 

in Berger and Illckmann's The Social Construction of Reality (1966). 

(See <llapter Five for additional details of links made in data 

analysis.) 

Theatre As Having A Universal Quality 

I am, at this point still left with uncertainty as to whether 
there is this thing called "theatre" (judging from the diverse 
perspectives of group members). '!hat beirg a problem, the 
question of whether "theatre" has universal qualities sets off a 
whole series of questions. 

Theatre In Relation To "SUb-Universe" Versus ''Universe" 

Might "theatre" as these group members are experiencing it 
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with sane C'XIliOOnality be related to a possible confusion between 
"submi.verse feelings" am "universe or feelings associated with 
the sacred"? It is difficult to judge fran the brief bit of 
theatre experienced at this stage. • • However, the charge of 
energy am direction of the group at that point SU99'ests this is 
worth pn:suirg in later stages. 'lbis may be very nuch related to 
shifts between paradigms. It is very interesting that the 
sub-universe am universe "skip" the profane. 

When group members shifted fran in'provisational work to revision, am 

then perfonnance, I became abso:tbed with certain emerging elements in 

their process. 

'lbis set of fourteen meetings afforded long stretches of 

opportunity to observe cam•s process of facilitating actors• 

inprovisations am revisions. Data analysis conceming their theatre 

processes was extremely limited at the time. In the field I did 

develop sane sense of cam's techniques for encouraging group members 

to "create" concrete detail and to work with sub-text, to collectively 

build stories based on emotional, physical response to scx::ial 

interactions. When contemplating cam•s techniques in facilitating 

actors, I began to consider development of theatrical substance as 

parallel to much of what Berger and I..uckmann had been describing as a 

general process of social construction of reality. 

In post field data analysis, this led to contemplating group 

members' theatre experiences in tenns of "anchored ananie". '!bat 

analysis also led to additional explications of group members' 

experiences of charge. In addition, hCMeVer, out of this analysis 

surfaced a problem. 

I was concemed with group members' meaning as actors. Part of 

their meaning was a sense of "theatre" as social framework, paradigm. 
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'1he book Social Construction was not focused on theatre as perspective 

am could not offer assistance with this aspect of data analysis. It 

was durin;J this time that I renewed my detennination to consult books 

written by those writin;J fran a perspective of theatre as a discipline 

am profession. 

nn-in;J this period fieldwork also pratpted additional 

consideration of the concept "learning". As descriJ:>ed in "Anchored 

Ananie11 , through data analysis I had cane to recognize a pattern in 

group members "break:inl points". ('!his is an anachronism since I had 

not begun to use the phrase ''break:inl points".) I observed that group 

members would seem happy or satisfied with their interactions at the 

conclusion of one meetin;J, only to retum to the next meeting with 

intense concems. 

'!hey in:licated on at least two separate occasions that they did 

not experience concern until having an opportunity to reflect on their 

interactions after the meetings. Considerable construction occurred 

between meetings. "I.eaming", then, was not confined for many to 

fonnal events. 

Group members also chose to discuss matters infonnally with other 

participants outside of meetings. Dlring this series of meetings I 

came to recognize not only that group members were "learning" outside 

of fonnal meetings, but in addition this might becane one of the IOOSt 

singularly inp>rtant considerations for anyone attempting to 

facilitate group members • process. 

Finally, my interactions with group members during interviews 

sparked some consideration concerning the concept of "learning" . As 
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previously described, no attenpts had been made to build into their 

process a step for fonnal di soJSSion am reflection c:x:mcernin1 their 

process. 10 Until mid September, most of the group members were 

di soJSSirg am reflectirg through "breaking point actions" to deal 

with an urgent need. '!hey were also discussirg am reflectirg 

infonnally when socializirg. As these "group" opportunities began to 

diminish, opportunity to reflect was offered to irrlividuals in the 

interview fonnat. 

What became apparent in many of the first intet.views was that 

group members had not expected am did not expect to reflect about 

process as a group. Sane group members, however, were interested by 

questions raised for them in the intel:view process. 

- I'm a little intrigued about it myself. Because I've never 
thought about it before. Jim) o-l-p.29. · 

- You lecun more about yourself with probing questions. Bill) 
'!his was paraphrased in part because of sourrl difficulties with 
the audiotape.] S-28-1136. 

'!his un:ierscored for me a difference in orientation which shaped 

their process. As an adult educator, I was surprised by an absence of 

emphasis on jointly reflecting on process. In particular, this grew 

out of a sense that group members experienced some pride in beirg able 

to participate in creation of the play without beirg able necessarily 

to describe the process. '!bat was not their first priority - beirg 

able to respond to improvisation or direction in terms of actirg held 

that place. 

'!his was not to be the only surprise for me arisirg out of the 

interviews. When asked what they had leamed, many participants were 
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initially nonplussed. Despite tremerrlous transfonnation even they 

recognized, manifestly, many group members did not link this 

experience of transfonnation with learning. Although data do not 

provide a clear statement fran group members on this point, data 

analysis suggested that group members temed to consider learning in a 

fonnal 11 institutional 11 context, that is atten:ting lectures or 

classes. 11 

'!here is another llX>St i.np::>rtant obsel:vation arising out of both 

the first set of intet:views ani field obsel:vations. For some group 

members, they were clearly concerned with certain kinds of exposure in 

the conmmity. I began to VJOrrler during this stage whether there was 

an inherent conflict in the study's purpose given group members' 

emeJ:girg concerns. Generic objectives were to study what was 

significant for group members - yet what might be significant for 

them were fears of exposure in the canununity. SUch ethical concems 

have been orgoirg throughout the VJOrk - hence the erxieavors to 

maintain confidentiality. 

Fieldwork ani experience with interviews was beginning to alter 

nr:1 assunptions about the concept of "learning". However, it was to 

require substantially more data analysis ani library research to begin 

to articulate ani contemplate implications of this field analysis 

related to learning. 

01\TA REIATED '10 AIImi' IDJCATION FRAMEWJRK M3 <DNSTRUCI'ED 
IXJRING 'IHIS STAGE 

'!he parallel section in "Anchored Anomie" began to reach beyorrl 

documenting ''what" group members "learned". In other words, during 
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the earlier stage, field data analysis was gradually becoming 

concer:ned not only with content of group members' learning, but how 

ard when group members leamed. D.lrirx} this stage, with substantially 

toore time in the field am the opportunity to consider sane 

theoretical resource materials, additional consideration was beirx} 

given to the concept of learning. 

'!he study had begun with a sense that reflection on "learning" 

ought not to be confined to an emphasis on the imi.vidual fran a 

behavioural psychology paradigm. Despite this intuitively based 

conviction, "operationalizing" that sense in research strategy 

required sane time. 

Group Members Learning In Tenns Of Social Process 

By this stage, an emphasis on urxierstanding learning within a 

context of social interaction was barely ~in:J to the forefront 

in data analysis. Although the set of ''working assumptions" described 

in <llapters Five arrl Six were not yet developed, experiences which 

would provide the basis for conceptual exploration had been observed 

through fieldwork. 

Although all of the working assunptions related to meaning, 

learning am social construction had not been developed durin:} this 

fieldwork stage, sane implications in tenns of the concept of learning 

~ed at this time. For exanple, group members' sense of the 

profourxi, a nee1 for a cxmnon framework arrl a conunon meaning became 

apparently linked to group members • learning. ('Ihrough data analysis 

ani theoretical work, eventually these came to be described in tenns 
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of paradigms, anchors, spheres of meanirgs am breaking point 

actions.) It was becan.irg apparent, then, at this stage that group 

nenbers' social interactions affected how they conceived of what was 

important to learn, content of what they were to learn, and their 

response to learnin;J. 

Group members' transfonnation fran a paralytic state of ambiguity 

to being able to "improvise" suggested how significant was their 

social construction in influencing what they were prepared to 

"learn", could learn. '!he significance of the story circle, the 

impact of creating a collective story, was another important exanple 

that their learnin;J was not just a "piece of infonnation" transmitted 

to imividuals thereby causing change for them. '!hey learned a 

tremenious amount through their interactions as a group in building a 

collective picture. 

'!his, then, was the commencement of a labourious struggle to 

begin to consider "learnin;J" fran beyond the behavioural psychological 

paradigm. In spite of this intent toward shifting paradigms in 

tenns of "learnin;J fran a social process orientation, data analysis 

still included retrieving data fran within the more "traditional" 

conceptualization of learnin;J. A meld of ·psychology and social 

paradigms may be perceived in data analysis fran interviews which 

focused on group members' learnin;J styles. 

Ieamina stvle 

Few group members specifically mentioned their preferred 

"learnin;J style". '!he following quotations derive fran an interview 
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with one of tl.tJo participants who were engaged in various fonns of 

teacl:rl.n]. 

- I '11 give you an example. 'Ihe other night we were doin:J our 
scene he came up on the stage am there were othel:- people. He 
was very quiet am talked to us. He wasn't yelling it fran the 
back of the theatre sayin:J "No, that • s wrong. Please do this 
again. " Although he does do that. But I really like the way he 
came down. He just gives so much JOC)re in the sense of what the 
scene shall.d be all about. Like I was talking about before. I 
really wasn't sure what the scene was all about. After I went 
through the first night with him well then all my questions were 
cleared up because he explained to me... Another thing he does 
is he gives examples which is sanething I haven't had before. 
He'll take a line am go with it. Bill) S-27-p.ll. 

- An:i he' 11 say it the way he thinks it should be said. Arrl I like 
being shown things once in a while, if I'm not quite sure. Bill) 
S-27-p.12. 

Although few group members referred specifically to their ''leaming 

styles", several others spoke appreciatively concerning cam•s practice 

of coming down to the stage and providing examples for them. in private 

conversation". 

Sanewhat related to leaming styles, field notes also began to 

record distinctions cnoong group members in tenns of different "rates 

of absorption". One example used in the fieldnotes was one 

participant continuing to refer to "improvisin:J" as "januning" a1 though 

most others had begun to use the word "improvise" (S-16-Fieldnotes.) 

Again, this notation fits with leamin;J fran an "institutionalized" 

paradigmatic framework wherein learners all begin at the same place, 

study at the same time and may be tested at the same time. '!his marks 

a paradigmatic struggle within data analysis work related to the 

concept of leaming. 
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Resources 

One area in which consideration of group members' leamirq 

displayed signs of shifting paradigm was consideration of resources. 

Group members irdicated a mnnber of resources upon which they relied 

in tenns of theatre process. '1hese data were gathered from references 

in fonnal. conversations, infonnal. conversations, ani interviews. 

Data irdicated that group members used a mnnber of different 

resources deperxli.nJ to sane extent on their emerging role in the 

project. For exanple, with respect to lighting, the lighting person 

was ergaged not only in specific lighting configurations for this 

production. He also worked with cam ani Jim in upgrading lighting 

available. He cited resources for his leamirq as follows: 

- Well the basics I got fran cam. Al) Oct-4-p.4. 
- I leamed all this in the last three weeks. • • I read a book ani 

had cam yell at me. Al) Oct-4-p.2 

other group members also made reference to at least one book 

available on lighting am sourrl. In an earlier stage Eileen also 

spoke of a reference book. 

In addition, cam was a major resource for all group members. He 

was a resource to them through more than one means. Predaninantly, he 

expressly "taught" through statements. For example, as recorded in 

"Emerging Patterns Of Process" on occasion he defined sub-text, or 

advise:! an actor on technical aspects of perfonnance such as 

''upstaging", or he explained theatre vocabulary: 

- "stand-by" just means wait. Stand nearby. cam) Well, it's just 
go starxi nearby then. Jay) S-27-1130. 

- Just a standa:rd rule, "I.nn 't talk while you're moving". cam) [He 
goes on to outline sane exceptions.] S-6-932. (Bar) 
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- I've explained ••• did I ••• the way I would like them to be as if 
they are part of sanething else rather than explicitly. I'd 
rather. • • one of the things on the telephone conversation could 
be a baptism ••• part of the culture. cam) A-30-823. 

- I '11 tell you sanething, throw too many numbers at people they 
don •t rare'lbe:r them. It • s best to throw only one rn.nnber at them. 
S-5-876. 

As l~Jel.l as t:eac:irln] by way of statement, cam acted as a naiel., 

de.toonstra.ti.rg actions. He also "tested" possible actions or lines. 

Most often, those actirq appeared to lean1 by obsel:ving others acting 

with cam facilitating and directing them. 

Although limited, djscussion and reflection anong group members 

the.m.sel. ves was still occurring. '!heir breaking point meeting is an 

excellent example of learning through discussion and action with 

peers. In spite of their doing so less frequently in the large group, 

they continued to discuss in small groups. Anna's work with Helen is 

also an example of learning collaboratively in small groups. '!he 

interviews might also be added in as a "structure" and opportunity for 

inllviduals to reflect about their experience. 

- I've never thought about it really. I'm just trying to figure out 
why I don't think about the acting - or why don't consider it 
inp:>rtant or whatever, because obviously it is to most people. 
Jim) Q-1-p.29. 

- You lean1 too:re about yourself with "probing questions". It's 
great. Bill) Yeah. And you get to talk about yourself too. Jes) 
['!hey both laugh. '!his was paraphrased in part because of soun:l 
difficulties with the audiotape. ] S-28-1136. 

Consideration of resources for group members • learning, then, 

carried sane elements of focus on the concept of learning as social 

process. Data analysis conceming what group members leamed, while 
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still focused on the i.mividual am behavioural "proof" of learning, 

also began to include a social perspective of learning as well in 

tenns of reflection on process am consideration of emerg~ roles. 

Content Areas Of Group Members I Ieamina 

Resources for learners as listed began to recognize social 

aspects to g:roup members' learning. In addition, contemplation of 

their learning in tenns of social construction of roles, of emerg~ 

structure, was na;t important in group members • process. Although 

data analysis was not clear on relationship between participants • 

learning am emerging roles based on social construction, data was 

recorded which might bear on this work. 

-Ani what does the stage manager do? Mad) I'm just learning that. 
What does the stage manager do? I really don't know ••• What am I 
learning so far?. • • I •ve learned that they work quite closely 
with the soun:l am lighting crew. Ani they • re either in the 
booth cuing them in the booth or when the lights go down in the 
back cuing them. Plus working the stage crew, the props, 
everything else that gets on stage. As far as I know in our 
position, getting props together am stuff like that arrl be more 
-do props or whatever. Ani that's all I've learned. Jo) 
S-28-p.S. 

-Ani I was quite relieved when I didn't get the part. So I 
thought, "I'll work backstage. ream how to make the theatre 
work." So I was working with the lighting tedmician Jack. • • arrl 
sort of learning how to run the lighting board. Built sane of 
the sets arrl stuff. Built most of the sets actually. Jim) So you 
hadn't done any of that before - building sets? Mad) No. Jim) 
How did you go al:x:>ut learning? Mad) I worked with Jack •••• Did 
you guys have a title? Did you call yourself sanething? Mad) I 
got called stage manager in the program. But at the time I 
thought I was just part of the tedmical - whatever you called 
the crew. Bill) o-3-p. 7. 

- Yeah well, we worked more or less together, cause I wanted to 
learn how to run the lights too. And in fact, the one night he 
didn't show up because of the snow stonn - production night, ''We 
got to go folks", so I phoned Al up ~ brought him in am showed 
him how to do the lights. And I was backstage doing what Jo's 
doing rDN telling him "Okay, let's have the lights on". Inckily 
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it was an easy thing. It was just on or off. We just either 
light the stage or we don 1t light the stage. Bill) o-3-p. 7. 

'Ihese bJo people had cane to define their tasks an:l what a stage 

manager is through their own experience with two productions an:l basEd 

en their interactions with others. What they were asked to do an:l how 

others referred to them had implications in terms of how they 

expressed their leamirg. 

other examples of group members leamirg as developed from their 

aspect of role may be observed in this data gathered concemirg 

lll'ght' II ~ mq. In these instances, those who worked on the lights, Jim 

an:l Al, iniicated a different perspective from the actor, Anna, who 

had developed a sense of the "lighting" word "Blackout" related to her 

actions, her last line. 

-Ani it was easy. Like there was~nothing for lighting on that 
[first play the theatre club did]. It was just "on", "off" in 
that play. Al) o-4-p.3. 

-Move your actors to the light. It worked! (He laughs.] Jim) 
S-30-1163. 

- "Blackout". Atm) (She is iniicating that she now has a sense of 
how lighting works with scene. ] 

'lhe following series of quotations suggest, once more, slightly 

different perspectives among "the learners". '!he actors 1 statements 

at the time displayed their new sense of m:ilne an:l sub-text in terms of 

their actions as actors. '!heir statements demonstrated that they 

had cane to rely on some of Cam's paradigmatic concepts of theatre. 

Jim, as actor, fonner stage manager, an:l crew who were currently 

building the sets, reconceptualized those tasks, alluding once more to 

cam 1 s paradigm of theatre. 

- I'm doing something in the kitchen. You just have to let that get 
established. Allie) S-23-1119. 
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- You don't want me to put anything else in there? Just go with the 
script? I.en) Well I don't care. cam) I was just goirg to say the 
widow that's chasin' all the men. or that's not necessary, 
because she knows what I'm talking about? I.en) Exactly ••• leave 
it the way it is. cam) s-7-1043-44. 

- ••• We cx:W.d be settirg up the stage. Arrl the audience cx:W.d be 
sittin:J here watchirg us do this. '!hat would be great theatre. 
Jim) S-27-1130. 

Fran a perspective of learning in tenns of social interaction, 

one of the JOOSt significant episcxles in which group members apparently 

learned ani detOOnstrated a shift toward cam's theatre paradigm, was 

ironically, when they had their breaking point meetirg on September 

twenty-third. D.Jring that meeting group members expressed ani relied 

on criteria for both their theatre process of revising ani criteria 

for critiquin:J a scene. 

'!heir process of revision included letting actors ''work through" 

the c.hanjes. Group members described criteria for retaining or 

discarding scenes and lines in a scene included the "relevance" of the 

scene, ani the scene "playirg well" (S-23-116-17). (See "Emel:ginJ 

Pattems Of Process" for additional elaboration.) Olrirg the first 

meetirgs of this stage some group members also in:ticated that they had 

some sense of their process. 

Group Members' !.earning Related To 'Iheatre Process And Olange 

In the previous segment, the study provided data analysis of 

group members' experience with sensation of c.hanje. Closely linked 

with their sensation of c.hanje was their contemplation of theatre 

process in which they were engaged. 
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- I mean we were tJ:yirg to work things out on stage. But if you 
have to stop ani think, ''Will this work or not?", then it's not 
spontaneous. So, the inprov is good for that. Ann) S-6-939-40. 

- I can •t remember where we're goirg to. '!hat's where I'm mixed 
up ••• [Bill describes the content of their subtext, tootivation of 
the characters] I haven't give you anyt.hirg in 'What we've been 
doirg to play with that, yet though. Jes) S-18-1097. 

- Yeah well, we tried that though, remember? We were going on ani 
on tJ:yirg to think of things about SUsan that we could say that 
wasn •t subtext or 'Whatever. Ann) [She is respomi.ng to cam's 
suggestion to inprovise a transition.] Ann) o-4-1187. 

- You just have to let your imagination go further ••• Jes?) You 
really do. cam) Really fast? Jes) s-7.2. 1.08. ('!he two are 
di srnssirg 'What it means to do improvisational work. ] 

A few group members explored more fully a sense of their process in 

tenns of their role ani cam•s role in their process. 

- But you see I don't think that, we the people who are going 
through this process on stage are intellectualizing much. Ann) 
No, you don't have the chance to. You're doing it. cam) Yeah 
right. Ann) ••• Ani also it's an agreeable manipulation. 'Ihe 
whole thing is that. It's introverted to the extent where we've 
all agreed to go into the situation, ani uh, to be manipulated in 
certain :ld.ros of ways. Well the whole thing goes back to my sort 
of basic premise of "In order to realize an experience you have 
to be there. • • Ani so I tJ:y to make you be there. cam) 
S-6-965-968. (Bar) 

Unfortunately, group members • discussions were limited to a focus 

on processes linked with their improvisational work. Although they 

did take breaking point actions with respect to subsequent processes 

of revision ani polishing perfonnance, they did not discuss in the 

larger group their perspective on how those processes had emerged. 

'!here was, then, no reseiVoir of data wherein group members' 

described their sense of theatre process related to emerging roles, 

revision of the script an:i polishing actors • perfonnances through 

acting. As a result, to consider these aspects of group members • 1 

acting, the study came to rely on field observations. As data in the 

"EmeJ::ging Patterns Of Process" section portrayed most group members 
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developed a sense of when to start an:i how an:i where to start acting 

when they were revisin;;J, so that cam • s requests of this nature became 

less frequent. 

In addition to group members • "learning" about an:i constnictirg 

theatre process they continued to learn about the community through 

their interactions. 

Concepts Related To 'lbe Community 

Group members' discussions about the comnumity' s histo:ry 

continued sporadically durir¥3 this stage. In the first meetin:Js after 

the all-day workshop group members were still working on 

improvisations. Most of their references to conm.mity histo:ry occurred 

then as part of their effort to create scenes. However, they 

continued to speak of comnumity histo:ry as they attempted to ascertain 

whether content of their scenes was historically accurate. 

- D::>es it mention anything about the irons an:i the electricity? Jo) 
(Approximately] Where did you see that? Jes) In that paper, it 
says "12 Hour Power". There • s an article in there about all night 
p:JWer. Ann) A-30-825. 

- I was tryin;;J to get sane of my facts right about this telephone 
~iness. You know, like I don't know if there were payphones in 
1915. So I spent a day at the Journal an:i came up with a few 
things that I passed around here for other people. Tips for 
their things. Couldn't come up with anything for my own. Went 
to the Museum. Couldn •t come up with a damn thing there. Ard I 
phoned Sask-Tel business office. Arxl I talked to a gal there. 
En:led up talking to the librarian in Regina. len) S-5-839-41. 

- '!here was quite a bit about the Hapsburg Hotel an:i it's such a 
dive now. I thought it would be interestir¥3 to draw people's 
attention to what a worrlerful. thing it was when it was built. 
'!here was a fire while it was partially urrler construction an:i 
people escaped in their night clothes. • • In Gotheim? Oh really? 
Eil) S-5-848-49. 

-You know, she has to, like, in that scene, where she's the 
m::rt:her, she can say "Be quite once." len) Yeah, I've got "extra" 
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in ICri thin;;J. Jes) Ard se should say, "You're extra doing that 
so I '11 get mad at you". She • s gotta bring sane of that in there 
ani then her language won • t seem so proper. Ien) You were there 
when \\fa were asking haw to talk? Jes) ['Ib Ien] s-5-835-37. 

-'!hey were unable to sell it, eh? I suppose there was that problem 
too years ago. Lor) '!hey could always sell it but the price was 

. always really low in the fall and the small fanner suffered for 
it. [ParaPu:ased] S-23-1118. 

Dlrin;;J this stage, di SO'ssion of the connnunity 1 s history had begun, 

however, to recede as an important element in group members 1 

exchanges. 

Significantly, in camnencing to consider learning fran a 

perspective of scx:::ial interaction, "content areas" of group members 

learning" might constitute a repetition of all those areas of exchange 

listed in "EmeJ:ginJ .Patterns Of Process" including administrative 

matters an:i a sense of group entity. ~ brings to a close 

conte.rrplation of group members • , cam • s, and participant observer 1 s 

interactions of this period. 'Ihe next piece of the Mobile-framework, 

the fourth Act-Play represents a sculpture of group members 1 intense 

constructions durin;;J their dress rehearsals and their perfonnances. 
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NOI'FS 

~ latter is a collection of biographical pieces written about 
families who had lived in the area for several generations. '!he 
collection also included a selection of newspaper articles fran 
earlier decades. It had been published for purposes of recol:dirg the 
heritage of the ccmnuni.ty. 

2.nus title is a substitute for the original. Once nore in 
attenpts to maintain confidentiality such a substitute has been 
proffered. 

3'1his description is not inten:ied, haNever, to suggest that there 
were no larger themes to be observed in group members 1 many 
dj srussions. It merely enphasizes that the content in their discourse 
was not continued from one conversation to the next. 

4Based on irxtications that nuch of group members' learning was 
through observation of "theatre activity" rather than structured 
instruction, I assume that the "interpreters" considered their piece 
of infonnation vital because it was difficult to observe. cam was not 
there on the occasion and what he did with the tape was not observable 
because it did not occur at meetings. However, the assumption was 
that the rest of their process might be observed at meetings. 

5'lhe introduction to this Act-Play enphasized a shift in data and 
provided explication for that shift in data. It recognized a shift 
away from attenpting to discern camnon meaning held by group members' 
through their statements and a shift toward focusing on cam 1 s 
statements, his construction. of emerging process. 

'!his segment, in addition to the ones before and after, 
particularly reflect an enphasis on cant's construction because his 
role was camnonly held to be the most directive of their process at 
this time. In addition, data from group members' is limited generally 
during these meetings. More specifically, data fran them is limited 
in tenns of this written media, for nuch of the data came in the fonn 
of their physical actions as opposed to verbal exchanges. 

~ of this data might have been located in "Emerging lexicon" 
within the "Emerging Structure" section. '!hat section will refer to 
this data. '!his data on language was located in this section to 
convey more details of cam's and group members' emerging process prior 
to consideration of group members • breaking point actions. 

'lbere is also an important distinction between this lexicon and 
the words selected for "Emerging lexicon". '!be language described in 
this section was not used by group members so nuch as they heard and 
respon:led, or did not respon:l to these words and phrases. Generally, 
those words and phrases contained in the "Emerging lexicon" sec;:pnents 
have been words and phrases used by participants as well as by cam. 

As director, cam mainly "produced" the verbal language of starts 
and stops, particularly as their process assumed a structure of 
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rehearsals. '!he study was JOOSt concerned with whether group members 
urxierstood this larguage ani whether they began to react ani to use 
those terms consistently with cam • s apparent meanings. In addition, 
however, these phrases also corwey sanething generally about the 
process in which they were engaged. 

7'lhis ambiguity is partially attributable to general experience 
with puttj.nJ on a prcxlucti.on. An interview with the person who had 
been the "stage manager'' for the only other major production the 
theatre club had presented, shed sane light on that experience. Jim 
described his role as stage manager in the followirq terms: 

- I built sane of the sets arrl stuff. I built JOOSt of the sets 
actually. Jim) So you hadn't done any of that before - building 
sets? Mad) No. Jim) How did you go about leamirg? Mad) I worked 
with Jack. • • • Did you guys have a title? Did you call yourself 
sanething? Mad) I got called stage manager in the prcxJralll. But at 
the time I thought I was just part of the t.edmi.cal - whatever you 
called the crew. Bill) o-3-p. 7. 

He acknowledged ambiguity related to this role even in the theatre 
club 1 s first production which was considered by club members to have 
been a nore "conventional production" since they had begun with an 
exi.stin; script. 

8Approxi.mately three years after the project I att.errled a "goirq 
away" party for the participant who had said, "It's not as pukey as it 
feels." At that party group members improvised a "roast" for the 
participant. D..tring the roast the line was repeated with great relish. 

9D..trirq IOOSt of the middle substages there was a disparity moong 
scenes regarding their state of development and polish. '!he contents 
of sane scenes c.harged only minutely after the october fourth meetirq, 
while at least one piece of the Telephone Scene was being improvised 
for the first time at the same meetirq. 

'!he final scene had yet to be drafted. However, in the main 
their interactions at this time indicated a shift towam intent to do 
final bits of editing, complete the outer framework of the play ani 
foaJS at last on polishing perfonnance with the addition of props, 
liqhtinq arrl sourrl. 

10Although no successive efforts were made to build large group 
"reflection and discussion" into their theatre process, given that 
interviews provided group members with an opportunity to make explicit 
that which had been tacit, one must assume that the interviews had 
sane inpact on their interactions. 

1~ experience with the first set of interviews certainly had an 
inpact on what I did with the second set of interviews. ('!his is 
explicated in additional detail in "'!he Part Is OV'er", the fifth 
Act-Play.) 
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