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Abstract 
 
 
Applied theatre projects that aim to address social justice issues almost exclusively involve 
those who are experiencing injustice; while members of the state, who actively maintain the 
status quo, are frequently overlooked, despite the fact that they are essentially gatekeepers of 
social justice. In projects that do involve current and/or future members of the state, the root 
cause of social injustice and the systems, institutions, and ideology which support capitalism 
are only briefly mentioned, if at all. For this arts-based, anti-oppressive research, I facilitated 
three applied theatre projects that involved future and/or current gatekeepers. For each 
project, I considered the conditions that provided participants the opportunity to identify and 
question dominant ideology through the dramatic process. Having analyzed each case, I found 
that when applied theatre is structured using a revolutionary approach, it can cultivate felt 
understanding and deepen critical consciousness. In order to truly address issues of social 
justice with the goal to ending them, I argue for dedicated spaces where future and current 
gatekeepers can participate in applied theatre to critically examine the ideas that support 
capitalism, and the tendency and temptation to draw lines in the sand between “us” and 
“them”.  
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Introduction 
 
 
Self-location 

There have been two major life experiences which have largely shaped my desire to 

address social injustice. Those are my experiences in Central America from a young age, and my 

family’s Métis cultural history.    

When I was ten years old, my parents took me and my two older sisters on an 

educational study tour to Mexico City. It was my first time ever on a plane. I was very excited 

about the tray tables attached to the seats, and I was hoping to find Mexican jumping beans 

when we arrived. Sister Dolorés, a seventy-five-year-old nun was our tour guide, and she 

introduced us to a wide range of groups, including politicians, dignitaries, sex workers, and 

sweatshop factory workers who we met with and listened to. She took us to museums, the 

Zocalo (city centre), her elite mother’s house where she grew up, and the city garbage dump so 

that we could gain a better understanding of the historical and socio-politico-economic 

landscape. 

Since I was only ten, I drew in my journal to pass the time while we attended these 

meetings. I drew the murals, the people, and the objects around me.  I still have my journal, 

and vivid pictures from this trip linger in my mind. One of these days, after taking the metro 

and taxis for several hours in the morning traffic, we arrived at a garbage dump to meet the 

pepanadorés (loosely translated as ‘the people of the garbage’).  As we walked towards our 

destination down the dirt path, I could see a village of plaster and concrete houses with tin 

roofs. We passed children who were squatting on the ground, pouring used nail polishes of 
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different colours into one bottle.  We soon reached our destination – a small house in the 

village. When we arrived, we were all invited to sit in the living room. I remember it feeling full 

and it was very hot, even though there was a fan circulating the air in the corner. They served 

us Coca-Cola in plastic cups. As we visited, the pepanadorés told us about the constant threat 

they faced – a development company had purchased the land from the City.  They were 

planning to clear the dump and the village to make space for huge condominiums.  The city 

police were forcibly threatening them to leave their homes. They showed us the machine gun 

bullet holes on their front door as proof. The police had even bulldozed over their houses. But 

they refused to leave.   

The pepanadorés had the legal land title documents that proved their ownership of the 

land and they showed us these.  As we sat in that living room, I realized I could have easily been 

born a pepanadoré.  I might have been the child recycling used nail polish outside the door.  

The difficulties that the pepandorés faced could not have been fixed with a focus on personal 

change. The pepanadorés did not need to gain confidence, social skills, or negotiation skills. I 

saw for myself that they were entirely capable of doing so. The pepandorés were isolated and 

powerless. Their rights were being literally bulldozed by the political and economic interests of 

the government and the developer. Looking back on the experience, ending social injustice for 

the pepandorés meant the government and the developers needed to recognize and take into 

account how their interests were creating social injustices for others.   

My family’s relationship with Sister Dolorés lasted for many years. When I was a 

teenager, she and some other delegates even travelled from Mexico to Lethbridge to visit us. 

That trip to Mexico City was the first of four social justice educational study tours to Central 
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America that my family and I embarked on throughout my childhood and teenage years.  These 

trips shaped how I see the world. Since I was ten, I have been trying to better understand how I 

can address global social injustice while I am in Canada, and globally.   

Aside from my international experiences, what I have experienced at home in Canada 

has also strongly motivated me to address social injustice. Growing up, my parents, aunts and 

uncles and grandparents told me our cultural heritage was Polish, Scottish, French, and Irish. 

But from a very young age, I was often mistaken as Indigenous, Mexican (even in Mexico!), 

Jewish, Persian, or a whole gamut of other religious and cultural backgrounds. As I grew up, I 

noticed that my olive-toned complexion, dark brown hair, dark brown eyes, and way of 

speaking mark me as ‘different’.  

Since I was constantly asked where I was from, I began to seek out more answers about 

my cultural background. There were whispers of Indigenous ancestry on my mother’s side, but I 

was told that it was such a miniscule amount, and that it was too far back in our family line to 

trace or matter at all. Then we discovered a substantial family archive at the Glenbow Museum. 

I went to the archives myself to have a look. It was a lot to review, and with only one afternoon, 

I barely skimmed what was there. Later, I discussed my interest in our family heritage with my 

grandpa, Richard Williams. Our conversation occurred a few months before he passed away. 

We were sitting quietly in his living room, and he shared with me that his mother, Eleanor 

Williams, spoke Cree with her sisters. It was the only time he had ever shared this information 

with anyone in our family.  

I started searching for more information online. I was suddenly bombarded with photos 

and articles about my Grandpa’s family, who were remarkable Métis people. At first, I wasn’t 
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sure whether I should identify as Métis or not. Countless Indigenous people who I spoke about 

it with, encouraged me to learn more, and to be proud of my Métis heritage. After a decade 

learning through research and participation in Indigenous cultural events, I have realized how 

important it is to acknowledge my Métis heritage. It was hidden in my family – likely to avoid 

discrimination and the abusive colonial laws and measures in Canada. I am still in the process of 

applying for Métis citizenship, but over the past ten years, I have become proud and confident 

of my Métis ancestry and I now identify as a woman with Métis, Polish, French, and Irish 

ancestral roots. As a result of my Métis ancestors whose culture was repudiated, I have been 

raised with privilege. I have benefitted from colonization, and continue to do so. However, this 

has been at the cost of silencing many women and men in my family. Our Métis cultural 

practices, values, and ways of seeing the world have been buried.  

Through my experiences in Central America as a young girl, and in coming to understand 

what it means to claim my Métis heritage, I know that those people who are vulnerable and 

marginalised are not so because of chance, or their own doing. Capitalism, by design, requires 

many people globally to be exploited and treated unfairly. Yet dominant cultural hegemony 

serves the ruling class and is manifest within all classes.  Social justice will not come about by 

teaching vulnerable and marginalised people tactics and skills to make their living conditions 

more tolerable.  Addressing social injustice with the aim to actually end injustice must arise 

from critical awareness of ideology, and the recognition that we are all connected and related 

in some way.    

 During my undergraduate B.F.A. degree, I sought out applied theatre because I was 

hungry for the opportunity to explore social injustice through theatre. After I completed my 



 12 

M.A. in applied theatre, I taught an introductory applied theatre undergraduate course. 

Teaching applied theatre motivated me to pursue a doctoral degree.  I was inspired by the 

students I worked with – their passion for theatre, social justice, and their intuitive artistic 

knowing. This dissertation aims to support applied theatre students, applied theatre 

practitioners, and applied theatre teachers by offering a thorough analysis of the root causes of 

social justice, a consideration of how theatre might realistically and effectively support 

addressing social injustice, and three detailed projects that attempt this approach.  

 

Dissertation outline 

My research sought to consider the conditions that provide future and current 

gatekeepers (i.e. members of the state) the opportunity to identify and question dominant 

ideology through dramatic process. In chapter one, using Marxist theory, I identify the root 

cause of social injustices as our capitalist system, and pinpoint the ideological and institutional 

superstructure as its support. My hope for addressing social injustice is in the fact that while 

ideology is manifest amongst all classes, many of those people do not wholeheartedly support 

it. Having examined the state and its function, in particular using dialectical theory, I suggest 

that members of the state can support revolutionary change if they question ideology together, 

as a collective. I point out that Freire’s critical pedagogy, Marxism, and Brecht’s epic theatre all 

aimed to generate critical questioning through the framework of contradictions.  

Next, I turn to the field of applied theatre, and argue that all phases of an applied 

theatre project can aim to address social justice issues – both process and product can be 

intentionally aligned. In particular, I point out that the structure and content can support 
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reformist or revolutionary change. Finally, I suggest that while revolutionary applied theatre 

may not make tangible changes to our economic system, the fact that it can encourage 

collective critical questioning is significant, and should not be understated.  

In chapter two, I review literature from applied theatre that supports my stance, that 

working with people in positions of power may be an additional tactic to address social injustice 

in applied theatre. Tim Prentki is the most vocal with this provocation suggesting that in applied 

theatre we involve gatekeepers, decision-makers, and power-brokers; however, there are 

several other scholars who make similar suggestions. Despite these provocations, the actual 

body of research in applied theatre that includes decision-makers remains bleak. For the 

purposes of this doctoral research, I choose to focus on future and current members of the 

state, as I see them as particularly influential as gatekeepers of social justice.  

To better understand the body of work that has already engaged future and current 

members of the state, I review applied theatre literature that involved participants with 

privilege first. I find that many of these projects lack detailed information on the specific drama 

work – making it difficult to imagine how the topics they focused on are treated within the 

drama. Next, I review ten examples of applied theatre with future and current members of the 

state, and analyse each in detail to decipher whether a revolutionary or reformist approach to 

address social justice issues was used. I find that all but one are reformist approaches, and 

among these, there are several trends. Many used Forum Theatre, aimed for realism through 

role-play, and aimed to improve the participants skills so they can do their job better to 

alleviate social injustice. Only Bolton and Heathcote (1999) aimed to question the value system 

that supports prejudice (rather than the solution-oriented work of the others), and used a 
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variety of theatrical conventions to explore their workshop topic. I conclude this chapter with 

the strong conviction that there is a definite need for theatre projects which involve 

gatekeepers to contain facilitators’ self-locations and positionality, to contain detailed 

descriptions of their work, to include participants’ response to the workshops (both during and 

after), and to include the facilitator’s reflections.  

In chapter three, I detail my research design and methodology. To avoid reducing our 

drama work to the delivery of simplistic messages, I specifically structured my arts-based, anti-

oppressive research to focus on the conditions in an applied theatre project that provide future 

and current gatekeepers (i.e. members of the state) the opportunity to identify and question 

dominant ideology through dramatic process, rather than attempting to measure impact or 

change. ‘Art as research’ afforded me the opportunity to carefully consider the process of 

structuring drama, and the nature of dominant ideology simultaneously. The ‘anti-oppressive’ 

approach allowed me to highlight the process of developing and facilitating each case study, to 

discuss the ethical principles that guided me throughout, and to consider how my positionality 

impacted my work. The rest of the chapter highlights examples of revolutionary drama to 

inform my arts-based approach.  

Chapter four is a case study of a workshop I facilitated for several different cohorts of 

law students. Participants and I explored how different perspectives of professionalism can 

collide – they can serve marginalized and vulnerable people and can maintain the status quo by 

upholding elitism, status, and power. The workshops provided opportunity for law students to 

consider the perspective of a client, and how health and economic status can impact access to 

justice, even when receiving free legal advice. Because the professor that I partnered was only 
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aware of some of the limited educational possibilities drama could offer, I had to challenge 

myself to go beyond what was asked. Using the full range of possibility offered by the dramatic 

form, I developed work that strived for understanding rather than simply skill. 

Chapter five is a case study of several different workshops I facilitated for the same 

cohort of public administration graduate students. Despite the professor’s and my agreement 

on the nature of empathy as a human universal, we had different ideas on the translation of 

that theory into drama pedagogy. This case study demonstrates how drama in education that 

aims for felt understanding can be compromised when situated in a space where instrumental 

role-work is valued and anticipated.  

Chapter six is the final case study, and describes a workshop that involved judges, in 

which we considered what it means to decolonize ourselves and the justice system. This project 

involved many different creators and partners and challenged me to consider deeply ethics 

throughout our work. During the workshop preparation, the creators and I worked well 

together. Our collective process emanated respect for ourselves, and for one another. In the 

workshop itself, the judges considered how the system itself limits them from seeing the whole 

picture and as a result, makes it very difficult to make decisions related to childcare that are 

truly child-centred, or to consider how existing knowledge, capacities, and resources within 

Indigenous communities can support Indigenous people to find true justice.  

In chapter seven, I point out that discussing ideology challenged the workplace culture 

by engaging in politics. Having discussed partnerships, safety, co-authorship, relevance, and 

showing contradiction in all three case studies, I find that despite the contextual differences in 

all three case studies, all three projects initiated significant critical thought and affective 
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moments. In each project, participants were firmly engaged, during moments of creation and 

analysis. I assert that for both participants and applied theatre practitioners and scholars, 

tackling ideology requires great courage. I argue that we need to create intentional spaces filled 

with respect and love, where we can freely and creatively consider the ideas that support 

capitalism and how those are manifest within ourselves and others.  

 

 

 

  



 17 

Chapter 1: Theory 
 

I have used Marxist theory to understand the root cause of social injustice. However, 

there are many different perspectives and interpretations of Marxism. My understanding of 

Marxism is derived from the original (translated) texts.   

Part I: Marxism 
 

 Idealism was the prevailing school of philosophical thought when Karl Marx began his 

writing (Singer, 2018). Essentially, idealism valued personal choice as the ultimate factor in 

determining social existence and conditions. The human mind was understood as 

“independent, autonomous, and self-determining”  (Dobson, 1996, p. 95) . Alternatively, the 

historical materialist perspective, developed by Karl Marx and Friedrich Engels, argues that a 

human mind is influenced by its surroundings: “It is not the consciousness of men that 

determines their existence, but their social existence that determines their consciousness” 

(Marx, 1971, p. 21). Historical materialism provides the theoretical underpinning of Marxism. 

Despite popular opinion that Marxism primarily functions as a vision towards a future utopian 

socialist society (Eagleton, 2011), the Marxist perspective actually functions principally as a lens 

to critically examine current capitalist society. It is for this purpose of examining present social, 

political, and economic power to address social injustice that I look to Marxism as an analytical 

framework for this dissertation.    

Base and superstructure 
 
 In Marxism, the two aspects that primarily determine our social existence are the base 

and the superstructure. The ‘base’ consists of the economic structure, which includes 
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everything to do with production: the forces of production, the means of production, the 

relations of production, the goods produced, and the trade and exchange of produced goods 

for consumption (Marx, 1971, p. 20). The ‘ruling class’ and some sections of the bourgeoisie are 

those who own the resources for production and the means of material production (Marx & 

Engels, 1970, p. 64). What Marx (1971) describes as the “legal and political” superstructure in 

his Preface encompasses more than just literal law and politics. Paul Wetherly (2005) describes 

the superstructure as consisting of “non-economic phenomena, but only such phenomena as 

are economically relevant” (p.5). The state, art, family, culture, philosophy, norms, 

expectations, law, politics, religion, media, and education are all part of the superstructure.  

Dominant ideology 
 
 Dominant ideology is the foundational system of ideas that influences all aspects of the 

superstructure. Dominant ideology serves the ruling class, but is manifest amongst all classes:  

 

The ideas of the ruling class are in every epoch the ruling ideas, i.e. the class which 

is the ruling material force of society, is at the same time its ruling intellectual force. 

The class which has the means of material production at its disposal, has control at 

the same time over the means of mental production, so that thereby, generally 

speaking, the ideas of those who lack the means of mental production are subject 

to it (Marx & Engels, 1970, p. 64).   
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The ideological superstructure – dominant social consciousness – supports, rationalizes, and 

justifies the base (Marx, 1971, p. 21). Working class peoples’ own experiences of alienation, 

exploitation, and poverty caused by capitalism are vindicated by ideology.  

 While Marxist theory only briefly mentions dominant ideology, Antonio Gramsci’s 

theory of cultural hegemony offers a more thorough consideration of how dominant ideology 

influences society. Due to the conditions in which Gramsci wrote the Prison Notebooks in 

(Schwarzmantel, 2015), it is difficult to find one concise definition or quote about cultural 

hegemony directly from Gramsci. Therefore, I turn to Prentki, who defined hegemony as: 

“leadership and control of a society through the presentation and manipulation of ideas rather 

than by coercion” (Prentki, 2015, p. 65). Gramsci’s theory of cultural hegemony argues that 

dominance is asserted through the control of ideas gained through consent, in addition to 

coercive control (Woolcock, 1985). Ideas that serve the ruling class (i.e. dominant ideology) are 

the ideas that are celebrated, supported, produced and shared on a massive level. Gramsci was 

not opposed to Marxist theory – rather, for those who understood Marxism as simply economic 

determinism, Gramsci “shed new light” on the essential role dominant ideology has in 

supporting social, political, and economic domination (Woolcock, 1985, pp. 201–202). On an 

individual level, dominant ideology and the impact of cultural hegemony can be hard to 

recognize. It can be disguised as personal and cultural values. Modern day examples of 

ideological influence at the personal level are impulse purchases, ‘retail therapy’, or value 

judgments on one another’s merit based on their materialistic and economic stature.  

 Predictably, laws enforce dominant ideology (Marx, 1971, p. 20), and the “system” of 

rights does not serve all classes – they favour the bourgeoisie (Marx, 1963, p. 27). Even popular 
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perceptions of human rights are rooted in individualism - a core value of capitalism. These 

rights are “[not] founded upon the relations between man and man, but rather upon the 

separation of man from man” (Marx, 1963, p. 25).  

 The Indian Act in Canada is a prime example of a group of laws that enforce ideology. As 

early as the 16th century, Europeans began travelling to Canada to colonize it, using the 

Doctrine of Discovery to rationalize their land claims (Truth and Reconciliation Commission of 

Canada, 2015, p. 17). Claiming new land brought with it economic and political advantages to 

the colonizers. New resources increased production and increased profit. It took almost 300 

years for the European colonizers (whose salaries and resources were funded by monarchies, 

governments, and corporations like the Northwest Company and the Hudson’s Bay Company) 

to claim ownership and control of Canada because the indigenous people occupied it and 

protected it (Monchalin, 2016). Even after Canada officially became a nation in 1867, 

Indigenous people continually resisted colonization to protect their lands, their communities, 

and their culture. According to recent research, it is estimated that the Heiltsuk Nation, located 

on the west coast of Canada near Bella Coola have inhabited Canadian land for at least 14, 000 

years (Muckle & Gauvreau, 2017).   

 Ten years after Canada officially became a nation, in order to fully colonize and gain 

complete control of Canada, the state wrote and enforced laws, grouped together under the 

Indian Act of 1876 (Monchalin, 2016).  The Indian Act aimed to forcibly assimilate Indigenous 

people into white man’s culture by literally reducing the number of indigenous people, and by 

controlling almost every aspect of their lives. The “Indian Act” has undergone several revisions 

since it was first created, and still exists today.   
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 The Canadian government forced assimilation (Truth and Reconciliation Commission of 

Canada, 2015, p. 16) by defining and standardizing “Indian Status”. Essentially, these are 

narrow parameters that determine who and who is not an “Indian”. If an Indigenous person 

had “one drop” of “white blood”, they could not receive Indian status (Monchalin, 2016). If an 

Indigenous woman married a non-Indigenous person, the woman would lose her status (Truth 

and Reconciliation Commission of Canada, 2015, p. 25). If men graduated from University, they 

too would lose their “Indian Status” (Truth and Reconciliation Commission of Canada, 2015, p. 

2). Reducing the number of Indigenous people would reduce the resistance to colonial control, 

and it would also diminish the number of people who the government would have to keep their 

Treaty promises to. This ideology is still prevalent and has impacted many of the federal 

systems and policies. For example, presently, there is more bureaucratic red tape in place for 

those applying for Indian/Metis/Inuit status than there is to apply for Canadian citizenship, or 

for a Canadian passport (Monchalin, 2016, p. 13).   

 The goal of the original Indian Act was to ensure that Indigenous peoples in Canada 

would exist on the government’s terms. The government dictated where they could live (on 

reserves) and how their children would be educated (in residential schools). Over the course of 

a century (1880s-1990s), over 150,000 Indigenous children attended residential schools (Truth 

and Reconciliation Commission of Canada, 2015, p. 6). Residential schools were outwardly 

referred to by the State, such as the Deputy Superintendent General of Indian Affairs, Duncan 

Campbell Scott, as a measure to “…get rid of the Indian problem” (McDougall, 2018, para. 1). 

Restricting status “Indians” to reserve land without permission from an Indian Agent was 
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enforced until the 1940s (Cram, 2016). The last federally supported residential school closed in 

the late 1990s (Truth and Reconciliation Commission of Canada, 2015, p. 3).  

 While the Indian Act has obviously undergone numerous revisions over the years that 

have lightened the level of control the Government of Canada has over Indigenous people, the 

original intent of this Act, to purposely oppress and control Indigenous people, still remains. For 

example, all Band Councils in Canada must allocate funds to various departments according to 

government specifications. The government is allowed to revoke their funds if they perceive 

they are not used according to the approved specifications. Indigenous people living on reserve 

lands do not own the land titles to the land they live on. Schools that are located on designated 

reserve land are the only schools in Canada that do not have a guaranteed funding base. 

Government funding for these schools does not cover funding for any extra-curricular activities, 

like sports, recreation, libraries, technology, or Indigenous language learning (Monchalin, 2016).  

 In addition to the intricacies of the Indigenous/state relationship as dictated by the 

Indian Act, the mental, physical, and spiritual impact of past and current colonial policies is 

manifest within both Indigenous and non-Indigenous people in Canada. Ideology is so pervasive 

that it can appear as truth, rather than as a socially constructed perception supporting ruling-

class interests. Dominant ideology still produces aggressive daily discrimination and racism 

towards Indigenous people.  

 I grew up on an acreage in Southern Alberta, near one of the largest reserves in Canada, 

the Blood 148. Racism was, and is still, rampant there. Brockett ’99, a parody ‘radio show’ 

(recorded on cassette tape), was produced in Lethbridge. On this show, non-Indigenous men 

speak in exaggerated “Indian accents” and make racist jokes. These “jokes” are based on 



 23 

common stereotypes of the local Indigenous people: that they are alcoholics, stupid, crude, 

unhealthy, and dependent on the government. Interestingly, these are not just common 

stereotypes of Indigenous people in Southern Alberta – Monchalin (2016) lists similar nation-

wide stereotypes in her text. Brocket 99 was never formally marketed, but it spread quickly 

throughout Canada. Fourteen years after it was first created, my peers were downloading 

Brocket 99 off the Internet. While we only briefly learned tokenistic information about 

Indigenous people’s culture during our formal education, like how they lived in teepees and 

wigwams, Brocket 99 simultaneously taught us as students stereotypes and prejudices.  

Every day of my junior and high school experience, a small bus arrived every day from 

the Blood reserve and several Indigenous youth disembarked from it to attend our off-reserve 

school. I cannot imagine the multitude of racist comments those students endured, and the 

fear and humiliation they must have experienced. Even I, who did not yet identify as Metis as a 

young person, and who was born into an upper middle-class family, distinctly remember that 

when I wore two plaited braids (just like the other girls) my peers would tease me and say I 

looked like Pocahontas. I remember Charles Old Shoes, a student in our school who lived on the 

Blood reserve committed suicide when he was in grade 10. I can’t recall any attempts in my 

secondary school experience where teachers or the administration spoke positively about the 

Blackfoot people, culture, or land that our school was built on. Sadly, at least six clips of Brocket 

99 are still available on Youtube, and generally, the comments support the show, such as: “the 

show is not racist, because it shows the truth” and “it’s as important to Canadian culture as the 

famous singer Rita McNeil”. Ongoing, popular negative assumptions and stereotypes are 

perpetuated through culture, education, and other aspects of the superstructure and aim to 
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keep Indigenous people on the margins as dependents – as “wards of the state”, and serve 

colonialists’ agenda for the unencumbered control of land and resources in Canada.   

Relationship between base and superstructure  
 

Capitalism produces and perpetuates social injustice. Prosperous employers pay their 

employees less than what their labour is worth. The more employees that work for the 

employer, the more profit she/he will make. Any effort to spend less money on the means of 

production yet still reach the same profit margins will result in more profit for the employer. In 

the following passage, Karl Marx (1964) succinctly describes the disparities caused by capitalism 

between the owner of the means of production and the worker:   

 

It is true that labour produces for the rich wonderful things – but for the worker, it 

produces privation. It produces palaces – but for the worker, hovels. It produces 

beauty—but for the worker, deformity. It replaces labour by machines, but it throws 

a section of the workers back to a barbarous type of labour, and it turns the other 

workers into machines. It produces intelligence—but for the worker stupidity, 

cretinism (p. 110).   

 

It is evident that the negative impacts of capitalism affect workers spiritually, physically, and 

mentally. Wages are set at a rate to enable workers with enough capital to marginally sustain 

themselves (Marx, 1964, p. 65). Marx predicted that this ‘class consciousness’ will gain 

momentum as contradictory economic demands and the human capacity to meet those 

demands reach a breaking point (Marx, 1971, p. 22). 
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  While ideology appears as truth, the superstructure also appears as a fixed system. 

While social reality may determine or influence many of our thoughts, using dialectical logic, 

Marx and Engels argued that the base does not solely dictate the superstructure. According to 

dialectics, both the base and the superstructure reinforce and influence one another.  

It is the “legal, political, religious, artistic, or philosophic where – in short, ideological 

forms in which men become conscious of this conflict and fight it out” (Marx, 1971, p. 21). 

Gramsci supports this perspective. Woolcock (1985) writes,  

 

Ideology, according to Gramsci, is the battlefield, the terrain of the struggle, since 

men’s [sic] acquisition of consciousness does not come about individually, but 

through the intermediary of the ideological terrain where two hegemonic principles 

confront each other (pp. 205-6).  

 

Within this dialectical relationship is where the hope for change lies. There is the possibility that 

a developing critical awareness of dominant ideology within the superstructure (including 

through the use of arts and culture) could influence the base.   

Capitalist economic production depends on the exploitation of human abilities. If many 

people no longer could physically and mentally support the weight of the capitalists’ demands 

within the base and the superstructure, social revolution against capitalism could begin. While 

one person alone holds little to no power to make change to the economic system, following 

the dialectical law of the transformation of quantity to quality (Engels, 1939), a large number of 

people transforms ‘people power’ from an insignificant threat to the status quo to a substantial 
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one. If enough people were critical of the base and corresponding ideological superstructure, 

social power could make economic change (Marx, 1963, p. 31).   

The state: A special repressive force 
 
 Like ideology, the state is a foundational and unique feature of the superstructure. How 

the ‘state’ materializes can vary. However, as Paul Wetherly (2005) points out, there are 

essential aspects of the state – and non-essential features that are associated with the state, 

but that do not solely define it. Vladimir Lenin (1994) defines the most essential aspect of the 

state in his seminal text, The State and Revolution as “special bodies of armed men” (p. 9). This 

is authority backed by physical force. State authority functions using three different 

subdivisions, detailed by Victor Ehrenberg (1969, p. 74):  

 

• Legislative: creation of policy and law;  

• Judiciary: creation of law by precedent, and interpretation and enforcement of law 

through the courts; and, 

• Administrative: administrative support for the sustainability of those laws and policies.  

 

Lenin (1994) explains that the state “is the creation of ‘order’, which legalizes and perpetuates 

this oppression by moderating the conflict between the classes” (p. 7). Here, Lenin implies that 

“special bodies of armed men” work in combination with the legislative and judicial 

subdivisions that create and enforce law. Examples such as this from Lenin confirm that 

Ehrenberg’s subdivisions are necessary elements of the state to sustain the “special bodies of 
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armed men”. Non-essential aspects of the state are welfare, and tax collection (Wetherly, 

2005).   

 The state occupies a dominant position within the superstructure, and both essential 

and non-essential aspects of it separate it from the rest of society. States determine their own 

public power – for instance, they collect taxes at rates they set, sell private property upon their 

conditions, and offer welfare to whomever they determine needs it. The public power and 

authority that the state has positions them above society (Lenin, 1994), and, of course, those 

who are working for the state receive “sanctity and immunity” from the state (Lenin, 1994, p. 

12). For example, in Canada, it is legal for a police officer to kill someone out of self-defence, 

and a judge is allowed to order a person be imprisoned, because it is state-sanctioned.   

 From a Marxist perspective, the state exists because of class distinctions and class 

struggle. It functions as “[…] a product and a manifestation of the irreconcilability of the class 

antagonisms” (Lenin, 1994, p. 7), and acts as a “special coercive force” (1994, p. 17), to keep 

the class struggle at bay while asserting ruling class interest (Marx & Engels, 1970). Ultimately, 

the state protects the interests of the corporations that fuel the economy – not its own citizens 

(Lenin, 1994; Pilger, 2002; Prentki & Pammenter, 2014). For example, as Naomi Klein (2007) 

notes, “Saddam did not pose a threat to U.S. security, but he did pose a threat to US energy 

companies” (p. 376). The U.S.A. War on Terrorism in Iraq and the removal of Saddam Hussein 

from power created major investment opportunities for American oil companies ExxonMobil 

and Chevron (Klein, 2007).   

 Typically, the members of the state are not direct members of the ruling class (Lenin, 

1994). Perhaps it is in the interest of the ruling class to be separated from this oppressive force, 
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so they can maintain sustainability throughout political turnover, and cannot be directly linked 

to social injustice. However, current limitless capitalist growth and neoliberalism makes it 

obvious who the state supports. Corporate executives like Donald Trump and Vladimir Putin 

have sat, or continue to sit in office.    

Addressing social justice issues 
 

It is important to analyze any issue down to its roots to fully understand it. Just like a 

weed in my garden, a problem can be more effectively tackled if the roots are sought out and 

removed. Without full understanding, an issue may not be addressed completely, and if that’s 

the case, unfortunately, the same issue (or weed!) will continue to grow.   

Using a Marxist lens, there are two approaches to addressing social justice issues: a reformist 

approach, which intends to strengthen vulnerable and marginalized people, but ignores the 

root cause of injustice, thereby maintaining the status quo; and a revolutionary approach which 

addresses issues by prioritizing understanding of the economic base and the supporting 

ideological superstructure in order to address the root causes of social injustice, and make a 

strategic plan to initiate fundamental social change (De Leon, 1924). The reformist approach is 

similar to cutting off one leaf of a weed, but nurturing the flowers and other leaves, watering 

the roots, and adding compost to the soil, while the revolutionary approach is akin to digging 

down far enough to pull the whole plant – leaves, flowers, stem, and full roots out of the 

ground, and growing an entirely new type of plant.  

Reform and Revolution 
 

In the 19th and early 20th century Marxist literature, there are two main ways of 

addressing social justice issues: reform, and revolution. As De Leon (1924) explains, reformist 



 29 

approaches make cosmetic changes: when a poodle gets a haircut, the poodle looks different, 

but no other changes have occurred. With a reformist approach to addressing social injustice, 

adjustments are made where the injustice is most visible – amongst those experiencing the 

injustice. The issue can appear to have been solved – however the underlying root cause of the 

issue still remains. Further, those external changes can even strengthen the existing systems 

that caused the issue in the first place. Similarly, Gramsci used the term ‘passive revolution’ and 

‘revolution without revolution’ to “refer to attempts to contain popular pressure and adapt to 

modernity without fundamentally challenging the dominance of ruling groups” 

(Schwarzmantel, 2015, p. 37).  

Conversely, the revolutionary approach attempts to “alter the very essence of [our] 

being…a stamp that alters the very system of [our] existence (De Leon, 1924, p. 2). De Leon 

uses the example of the evolution of reptiles to birds because the internal mechanism is 

changed – although, as Schaff (1973) distinguishes, revolution is different than evolution 

because unlike evolution, revolution is human driven, premeditated, and intentional. To take a 

revolutionary approach, the root causes of social injustice (capitalism) are first identified. Then, 

attempts are made to chip away at its supports (by exposing and critiquing ideology, 

considering the function of the state, and other components of the superstructure). This is the 

process of developing political, or class consciousness.  

Revolution often refers exclusively to violent uprisings. Violence, as the only tangible 

mark of a revolution, discounts the importance of the foundational first step to revolutionary 

change – an awareness and recognition of dominant ideology and the function of the state and 

other aspects of the superstructure. Without this baseline awareness, any protest, march, or 
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movement could quickly lose its long-term vision and become another reformist approach to 

addressing social injustice.  

German theorist, Eduard Bernstein, first argued for a new focus on reformist change to 

establish social democracy in a series of articles from 1897-98 (Luxemburg, 2021). These articles 

started a social reformist movement focused on workers’ rights, and on establishing workers’ 

unions. Rosa Luxemburg (2021) and Vladimir Lenin (1969) critiqued the Bernsteinian 

movement. According to Lenin (1969), the workers gained better working conditions – such as 

an increase of wage, and a reduction of labour time; but the Bernsteinians ignored the need for 

developing critical consciousness to see the system itself as oppressive, and this, Lenin argued, 

only strengthened the status quo. Similarly, Luxemburg (2021) suggests this revisionist 

approach “maintains the capitalist system by suppressing its own contradictions” (pg. 23). The 

debate that the reformist movement spawned within socialist scholarship has provided an 

important analytical framework to better understand past and present efforts to initiate social 

change and address social justice issues. There continue to be significant reformist efforts by 

the state to provide support for all classes, races, genders, who experience social injustice. 

However, the ideological superstructure is far-reaching. Many bourgeois themselves believe the 

state functions to “reconcile” class antagonisms (Lenin, 1994, p. 7) - not to suppress and 

maintain them. And, within the state, there are people and institutional initiatives that arguably 

do function to serve the people’s interest. But despite these initiatives, corporate interests and 

bureaucratic red-tape often outweigh human rights.   

 In the twentieth and twenty-first centuries, governments, legal advocates, and human 

rights organizations wrote charters that accompanied national constitutions to provide equal 
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rights to all people regardless of their class, race, gender, etc. United Nations (UN) countries, 

including Canada, signed the Universal Declaration of Human Rights in 1948. In 2008, the 

General Assembly at the UN also implemented the UN Declaration on the Rights of Indigenous 

People (UNDRIP). At first, Canada was only one of four nations who voted against the 

Declaration at the UN (First Nations Pressure Canada to Endorse UNDRIP on the Eve of First 

Anniversary, 2008). Now in Canada, implementation of UNDRIP has been passed on to the 

provinces and territories, and as of 2019, British Columbia and the Northwest Territories are 

the only two who have integrated the Declaration into provincial legislation (Last, 2019).  

Despite these international efforts to ease widespread poverty, as John Pilger (2002) 

demonstrates, actions taken to strengthen the Western capitalist economy and support the 

interests of the ruling class continually prevail over human rights. Western superpowers, such 

as the United States of America, Australia, and Britain, continually go to great lengths to protect 

capitalism and the goods and services that their current capitalist economies rely on – and 

expectedly, this has an overbearing effect on human rights and wellbeing. 

Pilger (2002) details how Indonesia was used as a pawn for Western economic 

development and how it has been detrimental to the Indonesian people. In 1965-66, Western 

superpowers supported the overthrow of then current Indonesian President, Mohamed 

Sukarno, with military backing and financial aid. It is estimated that over 500,000 civilians died 

in this revolution. In the province of Bali, the current proof of those prevailing western 

economic interests over human rights is glaringly obvious – resort parking lots are constructed 

on top of mass graves of 80,000 deceased civilians (Pilger, 2002, pp. 36–37). Western support 

during this revolution paid off though – once Suharto became Prime Minister, he cooperated 
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with Western-based corporations, allowing them to design Indonesia’s laws – including labour 

laws (Pilger, 2002, p. 41). Presently, many transnational corporations have cheap labour 

sweatshops located in Indonesia – including the well-known American clothing company, The 

Gap (Pilger, 2002, p. 18). Pilger visited one of these factories and details the appalling 

conditions that the workers are subject to – excruciatingly hot temperatures, and long thirty-six 

hour shifts are just two.  

 Both labour laws and import/export policies serve corporate interests, and in addition, 

the people of Indonesia continue to pay high taxes on food and fuel to repay the government 

loan from the 1970s to the World Bank for developing the country. As a result, it is increasingly 

more difficult for middle class and poor Indonesians to stretch their meager wages to cover 

basic living expenses. Western corporations, banks, and politicians continue to benefit from 

Indonesia’s industrialization, while the majority of Indonesians themselves suffer because of it.    

 Some state institutions, or components of them, arguably do relieve social injustice – 

such as state welfare. Similar to the Indian Act, these state-led social justice initiatives offer a 

reformist approach to addressing social injustice, providing assistance for Indigenous people 

and other marginalized groups that remains within the confines of dominant ideology. For 

example, Canadian welfare does not foster community support, liberally offer psychological or 

emotional support, or provide addictions counseling or post-secondary education 

opportunities. State welfare, primarily given in the form of money, fuels our existing capitalist 

economy. Employment programs aim to funnel participants into the labour market. Training is 

available for customer service and construction, and participants are hired at fast food 

restaurants, retail stores, or as labourers on construction sites. Through these social programs, 
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participants learn menial skills that will allow them to enter the job market at a low level, with 

little hope of working up the ladder (the youth employment program in British Columbia, the 

Bladerunners Program offered by the John Howard Society, is an examplei). From Jamie Peck’s 

perspective, these programs in Canada, which have taken direction from the model in the 

United States, make low-paying, mediocre work acceptable (Peck, 2001, pp. 12–14).  

Presently in capitalist economies such as Canada, neoliberal values are widespread and woven 

into all aspects of life. Values such as unfettered growth, individualism, and competition are 

(seemingly) the best ways to attain ‘freedom’, recognition, and worth. These values are 

reflected in national holidays, education, media, artistic practice, health care, and the justice 

system. At this rate, it seems reasonable to challenge the strong binary established by socialist 

philosophers, such as Lenin, Luxemburg, Marx and Engels between reformist and revolutionary 

approaches to address social injustice. Is it reasonable to claim that we can only ever achieve 

reformist change?  

There are many ways to resist neo-liberal values, without challenging the dominance of 

the ruling class or the capitalist system and its supporting superstructure. Holloway (2015) 

writes about all of the different ways to resist capitalism and "create a different world", and he 

includes examples such as subsistence gardening, forming a choir, confronting police 

oppression to create a different type of school, and publishing books that criticize capitalism. 

Some of these are unconscious responses to the neo-liberal order, and others are conscious 

efforts. The way that I present reformist and revolutionary approaches to addressing social 

injustice is absolute, compared to the way Holloway (2015) illustrates revolutionary acts. I think 

that taking a revolutionary approach to the issue, in which its roots are acknowledged, 
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understood, and questioned is of utmost importance. Even if just one leaf is plucked off the 

weed, at least there is awareness of the roots, meaning there will be continued, strategic 

efforts to remove them. With a revolutionary approach, attempts will be more deliberate, and 

calculated.  

Hope for revolution 
 

I think the possibility to address social justice issues with a revolutionary approach still 

faintly glimmers behind the fluorescent fast food restaurant signs and ‘big box’ stores in 

suburbia. Many people in our capitalist economy do not wholeheartedly support dominant 

ideology. Many are highly aware and critical of it and may purposely hold positions of power 

within structural institutions and the state because they are passionate about addressing social 

justice issues and aim to use their authority to do so.  

 However, in such a big machine, it can be complicated for just one cog to make a 

sizeable, revolutionary impact, even if they are gatekeepers. In 1998, Denis Halliday, Assistant 

Secretary General for the UN resigned from his position because he could no longer ethically 

work for an organization that supported the food and drug sanctions imposed on Iraq by the 

USA and Britain (Pilger, 2002, pp. 55–56). Two years later, Hans Von Sponeck, Humanitarian 

Coordinator in Baghdad resigned, as did Jutta Burghardt, Head of the World Food Programme 

(another UN agency) (Pilger, 2002, p. 57).  These resignations by from powerful people within 

the institution did not put an end to the UN General Assembly’s sanctions on Iraq. Still, it is 

within this contradiction – that despite the macro function of the state as a repressive force, at 

the micro level, some people who are part of the state care deeply for the welfare of society, 
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and are actively attempting to address social justice issues – where I find hope for revolutionary 

change.   

I think members of the state can support revolutionary change. First suggested by Lenin 

(1969) in What is to be done? and later echoed by Gramsci (Schwarzmantel, 2015; Woolcock, 

1985), the decision-makers of institutions such as the media, education, religion, political 

parties, and the justice system, which make up the superstructure, are the agents of hegemony, 

and they can play a crucial part in supporting counter-hegemony and revolution. Paulo Freire 

(1970) also argues that both oppressors and oppressed must be freed, and that while 

revolutionary change must be led by those who are oppressed, it can be supported by “those 

who are truly in solidarity with them” (p. 45). Noam Chomsky (2011) writes that intellectuals 

have the choice to either accept the system they are part of or to challenge it.  

According to the laws of dialectics, there is a transformation of quantity into quality: 

“quantitative changes beyond a certain point transform in qualitative differences” (Engels, 

1939, pp. 142–143). Engels used the change from water into vapour as an example – as water 

rises in temperature (quantitative change), it turns to steam (qualitative change). Numbers 

make a significant difference. A group of people are more powerful than just one individual. 

Might members of the state’s efforts to address social justice issues be more fruitful if they 

worked as a collective? What impact might be made if a collective state group took up issue 

with the state’s own function?  

Theorists Karl Marx and Friedrich Engels, Paulo Freire, and Bertolt Brecht all consider the 

existing socio-politico-economic circumstances changeable – not fixed.  According to Marx and 

Engels (1970, pp. 88–90), social change begins with recognizing and acknowledging the impact 
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of dominant ideology. This critical awareness builds the proletarian class-consciousness – a 

social power, and a force that becomes stronger than the economic system. Following Marx 

and Engels, Freire (1970) and Brecht (1964) developed critical pedagogy and epic theatre, 

respectively, to focus on showing contradictions to expose ideology for critical consideration to 

develop class-consciousness through education and theatre. Similarly, Boal (1992) considers 

theatre as a “rehearsal of revolution” – a way to deepen critical consciousness. Both Freire 

(1970) and Brecht (1964) examine contradictions between social realities and political and 

economic interests, to initiate students, teachers, actors and audiences’ critical questioning and 

to motivate subsequent action against structural oppression. Marxism, critical pedagogy, and 

epic theatre serve as primary theoretical guides for this study and they inform this research 

design, project design, facilitation, and dramatic approach.  

Part II: The potential of applied theatre to address social justice issues 
 

The definition for applied theatre that resonates most with my research is the definition 

that Warwick Dobson developed while teaching at the University of Victoria. In a handout for 

applied theatre students, he defines applied theatre as: “the use of theatre for extra-theatrical 

purposes, where ‘extra-theatrical’ refers to education, community building, and to address 

social justice issues” (Dobson, 2006). Nearly all aspects and phases of an applied theatre project 

can aim to address social justice issues. Project design, form, and content can all play a part in 

challenging dominant ideology and the status quo.    
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Enacting democracy through project design (process and product) 
 
  Each applied theatre context is different, and the mechanics of addressing social justice 

issues within the project design are unique to each project context – however there is one over-

arching similarity: the values that underpin applied theatre committed to social justice are the 

same as those in an authentic democracy (Neelands, 2016). Ideally, individuals and collective 

participant groups are involved in applied theatre projects as valued contributors and equal 

artistic collaborators (Cohen-Cruz, 2005; Neelands, 2007). The facilitator works towards 

achieving consensus amongst the whole group. Participants are seen as knowledge co-creators, 

akin to Freire’s critical pedagogy (Preston, 2016). Metaphorically, Thompson encourages 

applied theatre artists to work beside or horizontal to the participants they are working with to 

“ensure an examination of ‘systems of possibilities’ rather than assertions of certainties 

(Thompson, 2009, p. 134).    

 Augusto Boal popularized the concept of democracy within theatre project design with 

Forum Theatre – a form that offers the audience, named ‘spect-actors’, the chance to 

contribute to the performanceii. While Boal’s approach has had a major influence on applied 

theatre (Prentki & Preston, 2008), there are many other ways to include participants in theatre 

processes and products as co-creators and collaborators, such as devising (Heddon & Milling, 

2016; Oddey, 1994), verbatim theatre (Forsyth & Megson, 2009), and living-through or 

illustrative-performance approaches in drama in education (DiE) workshops (Bolton, 1999). 

Inclusive applied theatre also challenges the notion that only ‘professionals’ can make art, 

furthering the cultural and political pursuit of cultural democracy (Cohen-Cruz, 2005; Goldbard, 

2008). Applied theatre performances can publicly share under-represented perspectives that 
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are ignored or purposely silenced. The involvement of socially marginalized perspectives and/or 

people on stage can actively discredit stereotypes (Jerke et al., 2018; Kandil, 2015), and 

accurately represent participants’ struggles (Etherton, 2004).   

 As a result of these democratic processes, “pro-social” developments, like personal 

empowerment, self-confidence, and reframing of identity are commonly reported positive 

outcomes for individuals involved in applied theatre processes (Hughes & Nicholson, 2016, p. 9; 

Neelands, 2007, pp. 311–313; Prentki & Pammenter, 2014, p. 10). Benefits at the community 

level are often reported on too, like fortified social support, or an increased understanding for 

one another in the community (Cohen-Cruz, 2005; Goldbard, 2008; Neelands, 2007).  

Reform: Issue-based theatre and drama 
 
 In addition to addressing social justice issues by using democratic processes to inform 

applied theatre project design, the structure and content of the drama work itself can take a 

reformist or revolutionary approach to addressing social justice issues.  

 Issue-based approaches, a term used by Warwick Dobson (2016, p. 91) to describe 

approaches to Theatre in Education (TiE) in Britain, takes a reformist approach to addressing 

social justice issues in drama and theatre. Described by Roger Wooster (2016) as the “message” 

model (p. 189), issue-based drama and theatre focuses on one single issue – like racism, 

homophobia, or bullying. Dobson (2016) suggests that issue-based drama and theatre is rooted 

theoretically in idealism. To make change, idealism conceptually begins with consciousness – in 

other words, change the minds within individuals first in order make change to wider socio-

politico-economic contexts. Comparable to Freire’s (1970) banking approach, issue-based 

theatre and drama typically aims to teach simplistic, message-laden themes with a goal of 
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changing attitudes to address a social justice issue. This approach easily meets specific skill and 

curriculum-based learning objectives (as it aimed to do when the Educational Reform Act 

introduced the National Curriculum in Britainiii). However, issue-based approaches leave little 

opportunity to foster creative, critical considerations and analyses of the underlying factors that 

caused the issue. Issue-based drama and theatre is like plucking one leaf from a weed and 

hoping that another leaf won’t grow back; all the while ignoring the rest of the plant and the 

other elements, like water, nutrients, and sun that support its growth.   

 Participants and audiences leave an issue-based drama workshop or theatre 

performance knowing what is right or wrong (for example, “drugs are bad”, or “bullying is 

wrong”), but have not critically considered how other factors, like the systems themselves and 

dominant ideology perpetuate those issues (Snyder-Young, 2013b, p. 53). Issue-based theatre 

points a finger at the participants and the audience to change – rather than questioning the 

system that breeds injustice. Wooster (2016) cautions, “[k]nowing something is harmful or 

hurtful does not stop you from doing it. Knowing is not the same as learning” (p. 190). 

Participants and audiences of issue-based theatre and drama may leave with the same 

underlying stances and worldviews that they had going in, but are equipped with the 

knowledge to appear as if they have changed.   

 In issue-based theatre, “[s]tudents are presented with the company’s interpretation of 

the world and are encouraged to embrace it” (Dobson, 2016, p. 91). I would add to Dobson’s 

statement that it is not typically the theatre-maker’s ready-made interpretation of the world 

they present; it is the state-sanctioned, educational and community development institutions 

and organizations who are the funders of the theatre-makers that decide what world to show, 
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and which interpretation of that world should be shared. Applied theatre programs that focus 

on teaching ‘bad’ and ‘good’ behaviour and individual issues, rather than complex, global issues 

are widespread (Kershaw, 2016; Wooster, 2016).   

Revolution: Concept-based drama and theatre 
 
 Concept-based theatre takes a materialist (Marxist) approach to addressing social 

justice issues (Dobson, 2016, p. 92). This approach acknowledges the impact of ideology and 

material conditions on human consciousness, and focuses on highlighting contradictions and 

complexities. Rather than presenting an existing “message” to change participants’ and 

audiences’ behaviours to address the issue, the concept-based approach uses drama and 

theatre to collectively search for a deeper understanding of the roots of that issue with 

participants and audiences. Concept-based arts approaches enable participants, both creators 

and audiences, to collectively analyze the current global and local complex political, economic, 

social and cultural issues.  

 While issue-based theatre and dramatic content make “familiar patterns […] visible” 

(Nicholson, 2009), like a mirror reflection of human life, concept-based drama can offer more 

than just a reflection or replication of one individual’s day-to-day reality. It offers an 

opportunity for analysis of human life. Bertolt Brecht’s theory in theatre was a trailblazer for 

this approach. He believed that drama could offer a representation of the world that shows all 

aspects relating to that reality – not just one part of it (Brecht, 1964, p. 279). Rather than only 

showing the world through the central character’s point of view, Brecht’s epic theatre 

approach, comparable to the concept-based approach, shows the world as an independent 

element (Brecht, 1964, p. 71).   
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 Translating Marxist theory to theatre, Brecht created plays that aimed to initiate and 

develop actors’ and audiences’ critical consciousness. In his plays, contradictions between 

social realities and political and economic agendas are demonstrated through the stories, 

scenarios, and characters themselves. Notably, showing reality in Brecht’s drama did not 

require that the content was solely non-fiction. In fact, Brecht purposely used fiction to 

emphasize how personal realities contradict with economic and political interests – thereby 

showing ‘true’ reality. Dialectical logic, a foundational principal of Marxism, suggests that a 

close consideration of contradictions marks a deepening of understanding – not an error in 

logic (Engels, 1939, p. 136). Brecht hoped that the insights actors and audience gained from 

participating or observing his work, which focused on demonstrating contradiction, would 

contribute to the development of class-consciousness.   

 In addition to content designed to ignite critical thinking, dramatic form can also do its 

part to support a developing critical consciousness and ontology. Careful use of the dramatic art 

form ignites participants and audiences’ intuitive and affective responses (Anderson, 2014). 

These responses can encourage discovery and inquiry. In his essay, ‘State of Drama’, Edward 

Bond (2010) argues that the dialectical relationship between intellect and imagination, fostered 

when its content and form support one another, is the basis of a developing self-consciousness. 

Similarly, Thompson (2009) argues that “[a]rtistic experience and practice are best understood 

for their capacity to agitate at the level of sensation, and it is this force that propels a demand 

to know more” (p. 125). Joe Winston (2011) echoes these theorists and suggests that the use of 

aesthetic to show beauty can bring with it joy, and motivation for learning. 
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 This concept, that both content and form can work together to ignite critical thinking, is 

precisely Brecht’s (1964) thesis in his essay Theatre for Pleasure or Theatre for Instruction. A 

significant component of Brecht’s theory on theatre for critical consciousness is the relationship 

between content and form to make the verfremdungseffekt (v-effekt). This is a specific 

aesthetic approach to directing, performance, and design that intends to show an attitude 

towards the drama on stage.  Brecht’s v-effekt is described by Snyder-Young (2013b) as an:  

 

[…] anti-hegemonic device by which the familiar-the hegemonic discourse and 

systems benefiting from the ruling class – are made strange and therefore available 

for critique (p.41). 

 

The v-effekt is an approach that exposes ideology as a support to the ruling class. Having 

recognized ideology and the superstructure as in service of the economic structure, yet 

manifest amongst all classes, ideally,  

 

the epic’s theatre spectator says: I’d have never thought it – That’s not the way – 

That’s extraordinary, hardly believable – It’s got to stop – The sufferings of man [sic] 

appal [sic] me, because they are unnecessary – That’s great art: nothing obvious in 

it – I laugh when they weep, I weep when they laugh (Brecht, 1964, p. 71). 

 

The v-effekt functions to encourage theatre artists and audiences alike to refrain from taking 

things for granted and to consider who benefits from things that cause social injustice like war, 
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terrorism, and widespread disease. Using epic theatre and the v-effekt, we strive to understand 

power, authority, complicity, ignorance, and naivety. With the aesthetic, the systems that 

support social injustice are up for questioning.  

Because John Willett (1964) translated Brecht’s term, the v-effekt as “alienation” in his 

seminal text, Brecht on Theatre, it is commonly assumed that Brecht did not encourage 

enjoyment, affect, or emotion in his theatrical approach (Silberman et al., 2015; Winston, 

2011). The term “alienation” seriously misrepresented Brecht’s intention. Brecht (1964) himself 

advocates for the importance of enjoyment in theatre that aims to teach and impart critical 

thinking skills to its participants and audiences: “[t]heatre remains theatre even when it is 

instructive theatre, and in so far as it is good theatre it will amuse” (p. 73). 

Stirring intuition, emotions, and sensation itself can be a disruption of the neoliberal 

order. Thompson (2009) positions affect in direct opposition to rationality and to the “cultural 

practices encountered by colonial officials” (p. 135) in post-conflict zones. In this context, 

creating moments of impact is a political action, Thompson argues, because it attends to the 

complicity and the ‘epidemic of melancholy’ perpetuated by neoliberalism (pp. 123-5). 

  To review, applied theatre can address social justice issues in all aspects – its project 

design, by enacting and supporting democracy, and its form and content – which can work 

together, to foster critical, concept-based analysis by showing complexity while connecting us 

to our intuitive faculties that promote discovery. Unquestionably, if a democratic project design 

is combined with a multifaceted socio-politico-economic analysis and an appropriate form that 

highlights this analysis, participants and audiences have opportunity (and perhaps more 

motivation) to examine, reflect, and deeply consider what it means to be human, and what the 
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causes of human injustice are. Re-considering elements of social reality that are typically 

assumed as fixed, while acknowledging how dominant ideas support the ruling class and 

ultimately the economic system, is seen by Marx, Freire, and Brecht as the first building block to 

building class-consciousness, to initiating social change, and to truly addressing social justice 

issues.    

Problematic terminology 
 
 Though applied theatre may legitimately strengthen attempts to address social justice 

issues by offering participants and audiences an opportunity to question the roots of human 

injustice, the claim that theatre will directly ignite social change is problematic. It should be 

recognized, for the purpose of reasonable project objectives and intentions, that the goal of 

accomplishing social change is a colossal undertaking, and one that theatre cannot do on its 

own.  

 Edward Bond, a playwright, who has been invested in social justice issues throughout his 

careeriv, said “it’s not the business of theatre to change the world, that is the business of 

politics” (Dobson, 2013). Given the complicated web of political and corporate infrastructure 

that maintains worldwide domination and control (Klein, 2007; Pilger, 2002), Bond’s 

perspective rings true. Company CEOs and bank executives continue to prosper, even in times 

of social struggle. In 2008 during the greatest economic recession since the 1930s, when many 

people lost thousands of dollars from personal investments, their livelihoods, and in some cases 

even their homes, Goldman Sachs, one of the top investment bankers in the U.S.A., reported 

that they were profitablev. 



 45 

As a result, rather than the somewhat problematic term, ‘theatre for social change’, 

several scholars in applied theatre suggest a consideration of more reasonable promises, 

predictions, and assessments (Dobson, 2013; Snyder-Young, 2013b). In hearing these concerns 

some scholars have focused on what drama can do (O’Connor & Anderson, 2015; Selman & 

Heather, 2015). These considerations echo what I have articulated above – that drama can 

enact democracy, can be a vehicle for deep critical and social analysis, and that its aesthetic 

form, when effectively cultivated, ignites our own intuitive and emotive faculties.  

 In response to this critical discourse, Michael Balfour (2009) suggests a paradigm shift to 

a ‘theatre of little changes’, to resist the discourse of ‘theatre for social change’ that he 

suggests donors have imposed on the field of applied theatre. Balfour’s article and term has 

made an impact on other applied theatre scholars and his article has been featured in at least 

16 peer-reviewed articles onlinevi. While I agree with Balfour’s proposition to value applied 

theatre for both its aesthetic value and its social intentionality, I challenge his naming. To me, 

the term “theatre of little changes” minimizes the act of exposing ideology for critique and 

strengthening social power.  

The critical perspective that can be cultivated and nurtured in participants and 

audiences as result of their involvement in applied theatre as participants and/or audiences 

“lingers” within them – impacting the way they interact the world (my emphasis, (Thompson, 

2009). While the effects of drama may be ephemeral or delayed, an understanding of the 

impact of ideology and a critical perspective of reality is an essential force to better understand 

social injustice and motivate social change. As I see it, a developing critical analysis of 

capitalism, dominant ideology, and institutional structures while simultaneously strengthening 
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social groups is not insignificant or “little” at all. Despite the prolonged time that it takes to 

develop, and the difficulty with which it is formally measured and recorded, a critical 

perspective is a momentous shift; and one that is in direct opposition to the neoliberal values of 

commodification, individuality, and competition that support capitalism.   
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Chapter 2: Literature Review 
 

While characterizing the field of applied theatre, numerous scholars indicate that 

applied theatre involves participants from a range of classes, and that it takes place in both 

impoverished and privileged locations (Ackroyd, 2000; Landy & Montgomery, 2012; Prentki & 

Preston, 2008; Snyder-Young, 2013a). But in terms of representation in published research, 

most of the literature discusses projects that only involve participants and audiences who are 

currently experiencing social injustice. Since 2006 and 2007 respectively, in the leading applied 

theatre journals, Research in Drama Education and Applied Theatre Research, there are very 

few articles that discuss projects about social justice that involved people who were not 

experiencing life-threatening circumstances such as war, poverty, homelessness, etc. Some of 

these are Sinclair & Grindrod (2007) who worked with health care practitioners; Golingay et 

al (2014) who undertook drama in education with medical students, Alvarez (N. Alvarez & 

Solga, 2019) who designed an multi-disciplinary research project with police, and Balfour (2010) 

who worked with veterans. 

In the name of effectively examining local and global social injustice, it is crucial to 

consult, collaborate, partner with, and honour the perspectives of those who are experiencing 

injustice. In doing so, we can all understand the problem even better. Those who experience 

injustice have unique perspectives and can often illustrate instances of contradiction between 

their own wellbeing and those of the political and economic system. These moments of tension 

between personal, political and economic interests – these contradictions – are foundational 

aspects to attain ‘class consciousness’ in Marxism, and are also the basis of Paulo Freire’s 

‘conscientização’. Including the perspectives of those who face social injustice in applied 
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theatre makes space for voices that are often ignored, unheard, or misrepresented. Through 

this artistic partnership, social justice can be enacted throughout the creation process (Strega & 

Brown, 2015).   

However, I believe that the practice of including the perspective of those who are facing 

social injustice has moulded applied theatre so much that it has become regular practice to only 

involve marginalized and vulnerable people, an assumption given greater credence through my 

perusal of the literature. This narrow focus tends to leave out many other people involved in 

social injustice, including those groups/people who maintain the systems that cause social 

injustice (consciously or not).   

There are several leading scholars in applied theatre who suggest involving people in 

positions of power in applied theatre projects. Tim Prentki, whose specialty is Theatre for 

Development (TfD), has been particularly vocal in this argument. He has written several essays 

arguing that researchers and practitioners should also work directly with the ‘powerbrokers’ 

and ‘gatekeepers’ to address social justice issues. Prentki and Pammenter (2014) suggest that in 

the project design phase, facilitators should ask themselves, “Who are the people responsible? 

Who needs to see the performance? Who is in a position to respond through action to the 

questions raised?” (p.12). They argue that politicians, school board trustees, and other 

decision-makers should be involved in applied theatre work, so that they might be encouraged 

to question the institutions, systems, and values they uphold.  

To encourage researchers and practitioners to take up this new challenge and advance 

this area of applied theatre, Prentki and Preston (2008) feature a project facilitated by Annet 

Henneman that involved politicians in a verbatim theatre performance of refugee and asylum 
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seekers’ stories. Two years later, Weinblatt (2011) uniquely described his Theatre of the 

Oppressed (TO) workshops designed for people with privilege to consider systematic 

oppression. Unfortunately, besides Weinblatt, very few seemingly took up Prentki and 

Preston’s call. Seven years later, Kershaw (2016) reminded readers of Prentki and Preston’s 

reference to Henneman’s project, advocating that “theatre with the oppressor” remains an 

area in applied theatre worthy of further research (p. 22). In another publication, Breed (2016) 

supports this position, and in reference to TO, asks: why do we only replace the oppressed? In 

the February 2020 issue of Research in Drama Education, Thompson’s (2020) editorial echoes a 

similar sentiment:  

Rather than them coming up with more stories, they felt that it was the 

perpetrators who needed to be challenged. ‘Don’t look at us’ they said to her 

‘We’re done talking. Look at them.’ (my emphasis, p. 148). 

Defining gatekeepers 

Prentki and Pammenter (2014) suggest that applied theatre work involves 

‘gatekeepers’ and ‘powerbrokers’. These are figurative terms that refer to those people in 

society who have control of decision-making processes. The term ‘gatekeeping’ is also 

used in other disciplines, such as education and social justice. In this research, I am using 

the term ‘gatekeeper’ specifically to describe members of the state, since both Marx and 

Lenin  (1994, p. 7) situate the state as a “moderator”, (i.e. an intermediary) of conflict 

between the ruling class and the rest of society. According to Marx, as part of the 

superstructure which functions to support the economic base, the state creates and 
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enforces policies that ultimately create conditions for capitalism to flourish, while keeping 

the class conflict at bay  (Lenin, 1994).  

Vladimir Lenin, an orthodox Marxist and the leader of the socialist revolution in Russia in 

1917, considered how political consciousness could be initiated. He argued that the lower 

classes’ political consciousness could not develop in isolation within the existing class system 

(Lenin, 1969, p. 78). Instead, he suggested there is value in the inclusion of members of the 

state as a support to realise political consciousness:  

 

The sphere from which alone it is possible to obtain this knowledge is the sphere of 

relationships of all classes and strata to the state and the government, the sphere of 

the interrelations between all classes (Lenin, 1969, p. 79).   

In 1904, Lenin pondered the uniqueness of this approach: “As to systematically acquiring 

and extending contact with other classes of society, no one even dreams of that” (Lenin, 

1969, p. 79). As I described in Chapter 1, Gramsci and Freire also supported the inclusion 

of decision-makers to help support social change.  

Applied theatre with gatekeepers 
 

Because there are rare instances when gatekeepers are involved in applied theatre, I 

will first examine a broader category, privileged participants, before focusing in on gatekeepers 

in applied theatre. The projects shared by Raffield (2009), Scully-Hill et al (2010), and Saddler 

(2017) are all indicative of the type of drama work that is often done with privileged 

participants – which is the use of drama to teach a ready-made interpretation, as issue-based 
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theatre does. There is rarely an attempt to expose or question dominant ideology, or the other 

systems and institutions that are part of the superstructure. I did locate two outliers: first, 

Ackroyd and Pilkington (2007) report on their attempt to question ideology when undertaking 

diversity training to university staff, but they conclude theirs was an unsuccessful attempt and 

theorize about the nature of “political correctness”, rather than analysing their workshop in 

depth. Second, it appears that Weinblatt (2011) has successfully created a method to 

intentionally examine ideology and the supporting superstructure. Weinblatt’s two- and three- 

day workshops are designed to deepen participants’ understanding of privilege and systematic 

oppression. However, the workshops themselves are only briefly described: Weinblatt gives a 

brief explanation on how he adapted TO for the participants: ‘cops in the head’ is adapted to 

explore privilege, rather than oppression, and forum theatre is broadened to allow spect-actors 

to replace the character who is oppressor, instead of the character who is oppressed. Beyond 

knowing that these workshops often contain people who have privilege, it’s not clear who the 

participants are.  

Below I review ten examples of applied theatre with gatekeepers (i.e. members of the 

state)1, to determine whether the drama was structured to address social justice issues using a 

reformist or revolutionary approach, and explain why. In my perspective, only one example, 

from Bolton and Heathcote (1999) took a revolutionary approach to structuring their drama-

work with members of the state – however the example has some limitations for any 

practitioner or researcher who is striving to further develop and strengthen applied theatre 

work with gatekeepers: Bolton and Heathcote (1999) do not specify whether the actual 

 
1 See Appendix A for a quick reference chart that summarizes these examples.  
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workshop was carried out, and if it was, what participants’ response to the work was. Bolton 

and Heathcote (1999) is the last example I review, and I examine it in depth.  

I chose to include local, national, and international examples, and I have selected at 

least one project from all areas of the state (administrative, judiciary, legislative, and law 

enforcement). It was very difficult to find drama and theatre projects that involve members of 

the state within applied theatre scholarship. Saddler (2017) points out a trend which I also 

noted: most of the work that involves people who are privileged, including members of the 

state, is not published within theatre or drama scholarship. Instead, it exists within each 

separate professional domain – i.e., in medical journals, in business-training literature, etc. In 

addition, several authors I reviewed (O’Toole, 2000; Salverson, 2016) suggest that the use of 

the word “drama” or “theatre” is purposely omitted because these words can denounce the 

extra-theatrical values of the work. In the case of Alvarez and Solga (2019), I noticed that the 

omission of the words “drama”, “theatre”, or even “performance” is not directly addressed – 

but that these words are subtly not included. Alvarez uses the term “scenario-based training” to 

describe their work.  

This tendency to omit the words “drama” or “theatre” could be attributed to Jacob 

Moreno’s influence on role-work for therapeutic purposes. Founder of the field of drama 

therapy and specifically of psychodrama, he advocated that role-work should be considered 

separate from traditional drama (Moreno, 1946, pp. 4–5). To Moreno, imagination and use of 

the aesthetic impeded learning objectives and controlled outcomes  (O’Toole, 2000; Smigiel, 

2000). This perspective is still very prevalent in participatory role-work for students and 

professionals, usually called “simulation training” (Heinrich, 2017; Hurn, 2011; Simon & 
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Landsman, 1995; Wallace, 2006). Blatner (2007) argues that even the term “psychodrama” is 

problematic because it contains the word “drama” in it, implying “complex subplots and a hint 

of mystery or tricky obscurity” (p.162). Despite the fact that Moreno’s practice changed over 

time (later he did advocate for the use of drama to include social dimensions of health), 

Moreno’s original iteration of psychodrama, which aimed to separate itself from the art form, 

became most popular, while other aspects of his work are slightly more obscure (Blatner, 

2007). Even though applied theatre does not include the use of theatre for therapeutic 

purposes, Moreno’s theory has undoubtedly influenced the societal perception of the 

application of drama and theatre for educational purposes, to address social justice issues, and 

for community building. 

Reformist Applied Theatre with Legislators 
 

A significant category of applied theatre involving members of the state is Legislative 

Theatre. Generated by Augusto Boal while he was a Rio de Janeiro city councilor himself, 

legislative theatre is the use of forum theatre processes amongst community groups to elicit 

community concerns and perspectives to provide policy recommendations to city councilors 

(Boal, 1998). Obviously, because legislative theatre aims to use the existing state system to 

address social justice issues, this is a reformist approach.  

There are several important additional components that set Boal’s legislative theatre 

apart from regular forum theatre. Community groups were established throughout the city, and 

these remained regular informants, called nuclei (Boal, 1998, p. 44). In the four years that Boal 

was a city councilor, the Centre of Theatre of the Oppressed was government-funded, and each 

nucleus in the city (about 19) was locally run. Intercommunity dialogues (Boal, 1998, p. 86) 
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were held when the nucleus would tour their forum theatre play to other communities to gain 

more input and perspectives on their topic. A lawyer was hired to translate the community 

suggestions into policy recommendations. ‘Chamber in the square’ (Boal, 1998, p. 90) used 

forum theatre in the legislative chamber to help legislators themselves articulate questions and 

concerns that they would like to consult with the community about.  

In consideration of its reformist approach, I suggest that legislative theatre offered very 

little challenge to legislators to question the system itself and granted them almost total 

protection to participate on their own terms. Legislators rarely participated directly in the 

drama work. Boal (1998) only describes one instance during a demonstration of legislative 

theatre in Munich, Germany where someone associated with the state participated as a spect-

actor:  

 

After my introduction, we did the scenes, then audience chose three of these, 

including the slave-wife scene, and we did the forum session on those three. Many 

people intervened, even the Deputy Mayor’s secretary! (p. 120-1).  

 

The only challenge presented to legislators appears to have been accountability. Legislators had 

to write a report for the Joker to read to the nuclei that explained why the law was successful 

or not in the chamber (Boal, 1998, p. 91). The element of anonymity would afford legislators 

ample opportunity to ignore community policy recommendations if it seemed too far beyond 

their existing political agenda. Boal’s legislative theatre definitely made an impact on laws and 

policy – the process passed 13 laws. But never once does Boal (1998) report that the forum 
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theatre work encouraged councilors’ critical consideration of the existing decision-making and 

justice processes.   

Boal’s status as a city councilor and as an internationally renowned theatre director 

helped to ensure that policy recommendations were taken seriously amongst legislators. He 

had access – he could even put the nuclei’s suggestions on the agenda himself. When Boal was 

finished as a city councilor in Brazil, he also facilitated a few legislative theatre performances in 

Europe – one in Munich, several in England, and another in Paris. None of these changed or 

created laws.  

Next, I turn to the only known examples of legislative theatre in Canada – both were 

productions by the Theatre for Living Company (formerly Headlines Theatre) and while both 

successfully engaged large community audiences, neither project made as much of an impact 

on law as Boal’s legislative theatre did. Practicing Democracy was presented in Vancouver in 

2004 and is documented and analyzed by researcher Catherine Etmanski (2007). This project 

aimed to elicit community perspectives on how the city of Vancouver should deal with 

provincial budget cuts to social services. Performances of Practicing Democracy were well 

attended by community members - but as Etmanski (2007) recounts, the policy 

recommendations that came out of Practicing Democracy were not taken seriously by city 

council. Despite having agreed to a partnership with Vancouver city councilors in which they 

“endorsed” the project (p. 111), actions relating to the endorsement were not mutually 

outlined in advance. Unlike Boal, David Diamond (who was the driving force behind Practicing 

Democracy) was not a councilor himself. Only 6 from a total of 11 councilors attended the 
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performance at City Hall, and when it came time for the council to respond to the 90 

recommendations that lawyer Carrie Gallant had painstakingly articulated,  

 

the response comprised a report that details the City’s mandate in each of the 5 

areas of recommendation and described City initiatives already underway that 

mirrored recommendations in Gallant’s report (p. 114).  

 

At the time of Etmanski’s dissemination, a second response was in process from city council. 

Currently, there is no follow-up information on the Theatre for Living website that alludes to 

the existence or outcomes of this second response.  

The second legislative theatre project by Theatre for Living was maladjusted (sic). This 

play was first performed in Vancouver in 2013, which Leichner and Wieler (2015) provide an 

account of. In 2015, maladjusted (sic) toured throughout BC and Alberta, including a 

performance I attended in Victoria. The purpose of this project was to consider how the mental 

health care system has been “mechanized” and to submit policy recommendations to 

government and health authorities to support a human-centred care approach (Leichner & 

Wieler, 2015, p. 75). Spect-actor interventions were reframed into policy recommendations, 

and the 2013 performance obtained a “written guarantee from the Mental Health Commission 

of Canada, and The Canadian Alliance on Mental Illness and Mental Health that a policy report 

would be taken seriously” (Leichner & Wieler, 2015, p. 80). I have obtained public documents 

from the Victoria performance, which I obtained from the theatre company itself. Having 
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attended the performance in Victoria myself, I also draw on my own memory as an audience 

member.  

Other than the written policy recommendations and the written guarantee, this project 

contained no other legislative theatre characteristics, and even in terms of achieving reformist 

change, I think this project fell short. There were no lawyers to assist with writing the policy 

recommendations, which Boal (1998) suggests is an integral component of legislative theatre 

(p. 91). Plus, policy-makers did not identify areas of improvement to begin with, as Boal often 

did first using his process called ‘chamber in the square’, and it was impossible to know 

whether the suggestions made during the performance were viable policy possibilities, or if 

they were already part of the policy (and if they were, that would present another problem 

altogether involving the inability of the state to translate policy to reality). Very few legislators 

saw the performance, and for those who did, they were not appropriately protected to 

wholeheartedly participate at the performance either. At the performance I attended, in 

Victoria, B.C., the Mayor, Lisa Helps, identified herself at the end of the event. She 

acknowledged the importance of support for people with mental health issues, and thanked 

the performers and the facilitator for the performance. Had the mayor intervened or 

responded to any of the policy suggestions, the public audience would have held her to her 

word. It certainly was not an opportunity for the Mayor to participate in the exploration, 

examination, or critical consideration of the “mechanization” of health care. The room set up 

was not conducive to participation either: a large audience (over 300 people attended) sat 

facing a proscenium style stage. It was difficult for anyone not sitting in an aisle to access the 

stage (Theatre for Living specifically requires that chairs are set up in rows 18.5 ft. wide, and 40 
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ft. long minimum2). Perhaps the need to make a profit from a large audience conflicted with 

the goal to make an impact on government policy? Finally, similar to the Practicing Democracy 

production, there is no follow-up information on the Theatre for Living website to indicate that 

any policy recommendations from both iterations of maladjusted have been seriously 

considered by any of the targeted local government agencies.  

Having studied Theatre for Living’s legislative theatre projects, I realize that, when it 

comes to involving members of the state, expectations for their involvement should be detailed 

at the outset. Also, adequate protection for members of the state is integral to encourage their 

full participation.  

Reformist Applied Theatre with Administrators 
 

Yardley and Bailey’s (2007) is the only example I found that involved policy analysts and 

writers directly as participants. Their article describes a dance workshop that took place in a 

psychiatric hospital, and was facilitated by professional choreographers Jaime Bull and 

Wolfgang Stange. Over 70 resident patients and administrators participated in the workshop. 

Yardley and Bailey (2007) argue that the administrators’ participation in a dance workshop 

expanded their capacity for creativity:   

 

[…] there were policy-makers in that room dancing, and the experience did change 

them. Going into “creativity country” (Yardley 2004), crossing the liminal threshold 

in creative space is like riding a bike: once you’ve learnt how, you can go there again 

and again (p. 10).    
 

2 I obtained the “maladjusted Sponsor Pack” from Theatre for Living and am referring to their 
required maladjusted tour sponsor requirements, listed on pp. 7-9. 
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The authors theorize that acquiring embodied knowledge can enable administrators to connect 

with individuals on a deeper level – supporting them to have more meaningful interactions with 

the public, and to be more effective policy writers. This example aligns with the basic reformist 

premise of legislative theatre: improve the existing system to alleviate social justice issues. 

Yardley and Bailey (2007) claim that their participants learned it was possible to 

 

[…] receive the clearest of communication directly, without results-based 

accountability measures, without lengthy submissions, sometimes without words” 

(p. 10).  

 

But it is difficult to discern whether reformist goals were reached and whether administrators 

really gained a deeper understanding of communication and community engagement. The 

article only takes into account the authors’ perspectives. There were no data gathered to 

capture the policy-makers’ voices or their responses to the workshop. What’s more, several 

points that would be useful for further development of applied theatre work to involve public 

administrators are missing, such as: the authors’ positionality and status, details on how the 

workshop was structured; which agency or agencies were the policy-makers from; how many of 

them attended and how they contributed to the workshop as participants.  

Reformist Applied Theatre with Law Enforcement 
 

There are countless examples of role-work with police that can be categorized as 

simulations, defined by Neelands and Goode (2015) as “life events [which] are simulated in 
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such a way as to emphasise management of resources, decision-taking, problem-solving, 

institutional management” (p. 26). The content, form and timing of these are highly structured. 

The use of simulations for police training aims to support and improve the existing function of 

the state – they do not attempt to question state authority or the root causes of crime.  

O’Toole describes a collaboration between the drama department and the policy 

academy at Griffith University in Queensland, Australia. Acting students performed in 15 

minute-long realistic scenarios, which police trainees responded to in role as police. I have 

chosen to discuss O’Toole (2000) for two reasons: (1) because he considers the use of the art 

form within the simulation (which is unique); and (2) because he reports on a partnership that 

was 11 years long. As a result, there are several instances that demonstrate the disadvantages 

to making the role-work as “real” as possible.   

O’Toole (2000) explains how the simulations they created utilized the art form to 

achieve scrupulous realism. Actors aimed for a naturalistic, film-inspired approach to acting. 

Characters had to be complex, yet consistent. Actors studied and refined vocal control, 

considering vocal register, vocabulary, and diction. Movement and gesture were considered 

too, as well as using existing locations on campus as their sets, and deliberate choices of 

costume (O’Toole, 2000, p. 229-30).  

According to O’Toole (2000), the downside of aiming to replicate real-life is that without 

the protective layer of fiction, both the actors and the police-trainees are at risk of physical and 

emotional harm. For example, when simulating a potential suicide, the student actor, with no 

training in acrobatics, hangs off a real two-story high balcony. When two police-trainees don’t 

take the training exercise seriously, an actor in role (who was also a rugby player) started an 
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unplanned fist fight and gave the trainees bleeding noses. The actor then dragged both trainees 

in headlocks down a hall, and the simulation ended shortly after that (p. 228). In another 

simulation, the police-trainees discovered a rifle under the bed of a dorm room bed. The 

existence of the gun, and whether it was loaded or not, was unbeknownst to the actors and 

program organizers (p. 229).  

Next is Salverson (2016), a prominent applied theatre scholar in Canada. Salverson 

writes about the work she does with veterans and military personnel – which is mainly for a 

therapeutic purpose. Essentially, Salverson (2016) uses “popular theatre processes” (p. 102), 

such as storytelling and collaborative creation, to create a space where participants can speak 

openly about the traumatic experiences they’ve encountered while on duty. Her article 

describing this work was published in the Journal of Military, Veteran, and Family Health and 

she goes into very little detail on how she structures her workshops to offer a sense of safety to 

participants, except that, instead of using the word “drama” to describe the work, she calls it 

“creative resilience training” (p. 102). According to Salverson (2016), her workshops present 

some challenge to participants to develop a strong sense of self-awareness and deeper 

emotional maturity. Without any critical consideration of the need for armed forces or war 

itself, they are not venturing into any revolutionary content. With Salverson’s article in mind, in 

order to further legitimize drama with members of the state and deepen the work itself, I think 

practitioners need to share - within applied theatre literature - the specifics of how they 

establish partnerships, how they offer challenge and protection to participants, and the 

participants’ responses to the work during and afterwards.  
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Blurring lines (revolutionary? reformist?) with law enforcement 
 

Lina De Guevara (2017) reports on a forum theatre project that she and Victor Porter 

undertook with the Saanich Police. They used theatre as a catalyst to share police and 

immigrants’ perspectives. This project aimed to open up dialogue between the two groups by 

eliciting assumptions about the other, and by giving both groups an opportunity to critically 

consider their own assumptions. I attended one of the performances, which was open to both 

immigrants and police. 

This project is a strong example of an effective collaboration. The theatre facilitators 

had strong support and continued involvement with all partners. The police and immigrants 

participated throughout the workshops, devising process and final performances. By offering 

private, separate police-only workshop and performances, this project surpassed the standard 

set by legislative theatre because it supported full police participation.  

However, De Guevara (2017) doesn’t fit neatly into a category of reformist or 

revolutionary approach to addressing social justice. Having acknowledged the ideology without 

naming it (they describe the negative impact of the capitalist economy on communities by 

encouraging values of individualism, competition, and avoidance of unifying dialogue) in her 

article, De Guevara (2017) suggests that their approach to theatre resists these values and, 

through dialogue and collaboration, makes some progress in “finding some paths to change” (p. 

12). Beyond this statement in her article, I did not witness any evidence of facilitator-initiated 

collective consideration of the politico-economic influences on personal assumptions with 

participants in the workshops at the performance I attended, and there is no description of it 

taking place in any other workshops in De Guevara’s article.  
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Nevertheless, I do think the opportunity for the police to consider their function 

critically was presented because of the nature of the immigrant actors and audience members’ 

personal stories. Many participants shared memories of interactions with police outside of 

Canada, and several of these stories were about police who did use obvious oppressive tactics, 

like physical force, to suppress social power. If the participants had not shared these stories, I 

don’t think the police officers that attended might have critically questioned the function of 

their organization.  Even in these moments, facilitators Porter and De Guevara did not focus 

discussion or drama work on whose interests the police force ultimately serves.  

Last is a project described as “scenario-based” training described by Natalie Alvarez (2019), 

made for police in southern Ontario, Canada. This project uses forum theatre to “improve skills 

in effective de-esclation and reduce stigmatising attitudes towards individuals living with 

mental illness” (p. 258), and an approach to “address social justice issues” (p. 265). According to 

Alvarez in Alvarez and Solga (2019), the drama work was structured in this way:  

 

• “Officer-trainees develop their own scenarios in collaboration with our actors that re-

enact a mental crisis trainers have already encountered in the real world as an 

opportunity to ‘replay’ it and get feedback from our multidisciplinary training team” (p. 

263).  

• The multi-disciplinary team [police trainers, mental health clinician, people with mental 

health issues, and intercultural communications expert] […] ‘press the pause button’ 

and offer feedback to a trainee in the moment (p. 259).  
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It seems to me that the “neo-naturalist” approach in drama is aligned with the aim to improve 

skills in de-escalation. I question whether this scenario-based drama is capable of: “develop[ing] 

trainees’ capacities to think critically, responsibly and ethically in the heat of the moment” 

(258). That said, I am not familiar with the scenarios that were developed or the approach 

taken in facilitation. However, beyond the mention of ‘thinking critically’, Alvarez makes no 

mention that any intention of the work was to encourage critical consideration into the history, 

nature, or ultimate purpose of the current Canadian policing system. As far as I am aware, the 

evaluation tool and findings from this study have not been disseminated, so whether this 

project was decidedly revolutionary or reformist remains to be seen.  

Reformist approaches in applied theatre with the judiciary 
 

O’Connor (2000) describes a project he undertook with new judges about racism. This is 

the only example of applied theatre with judges I have encountered. Like De Guevara (2017), it 

is difficult confirm whether this project took a revolutionary or reformist approach because 

there is a contradiction between the revolutionary ideas that informed the workshop and the 

reformist drama structure itself. There is also very little indication of the discussions that took 

place in the workshop. O’Connor (2000) writes:  

 

We were aware that if anti-racist strategies are to be effective then our analysis 

would need to identify and explain the nature of racism, whether attitudinal or 

institutional in a precise way” (p. 239).  
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However, there is no part of the drama structure that makes any socio-politico-economic 

references. There is also no indication of the conversations that took place in the workshop – 

just a description of what they did, so I have no way of knowing if these broader connections 

were during conversations in the drama work.   

The workshop used forum theatre to correct a judge’s racist behaviour in court. In the 

final activity, participants created a list with “alternative behaviours a judge should take on 

board” (emphasis added, p. 236). This sounds exactly like a reformist approach to addressing 

social injustice to me – change the judge’s behaviour so they appear less racist, with no 

consideration of the roots of racism. Racist beliefs are part of ideology. They are a result of the 

historical, socio-politico-economic contexts we exist in and are deeply embedded within our 

own worldviews. Attending to racist attitudes in a courtroom does not negate the possibility 

that the same judge’s racism will surface in other instances – like their judicial decisions. 

A revolutionary approach in applied theatre with law enforcement 
 

Bolton and Heathcote’s (1999) work is the only example I found where both theory and 

practice are intentionally aligned to a revolutionary approach. In their book, So You Want to 

Use Role-Play, they detail a sample workshop that explores racism with police. Below, I analyse 

in detail how the shift from the racist action to an exploration of the nature of stereotyping 

exposes and questions ideology.  

In discussing their approach to structuring this workshop, Bolton and Heathcote (1999) 

first consider the nature of ideology by questioning the merit of trying to change a person’s 

attitude. They argue this goal is counterproductive: “No course is going to change me – in fact, 

it might reinforce my denial that I’m not racist” (p. 145). Bolton and Heathcote hope that role-
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work might deepen participants’ knowledge about the nature of stereotypes. In their view, 

drama can “[…] help participants appreciate how racism is but a broader infectious disease 

penetrating society – and how our actions and language perpetuates this disease” (p. 146).   

In essence, Bolton and Heathcote aim to expose and examine the impact of ideology with 

their participants. The corresponding structure of the workshop is aligned to their intention; 

easily detected because Bolton and Heathcote include a detailed workshop plan – unlike any of 

the other examples I reviewed – as well as notes to suggest to facilitators how to deliver the 

workshop. They don’t avoid discussing the socio-politico-economic connections and 

contradictions as many of the reformist examples above – instead, they begin their work by 

demonstrating and examining them, using a framework Heathcote created, the ‘levels of 

explanation’ (Gillham, 1988). The excerpt below is from Bolton and Heathcote (1999, p. 140-1), 

and is comparable to Heathcote’s levels, as first described by Geoff Gillham (1988):  

 

The action self-explanatory 

The motivation the ‘immediate’ explanation relating to 

the particular objective 

The investment a ‘generalising’ explanation, relating to 

all actions of this kind3 

The cultural model an authorisation4 

This is how life is5  [deep rooted value or belief system] 

 
3 “What’s at stake that drives them to do it” (Gillham, 1988, p. 12). 
4 “Where the bahviour [sic] is that is being ‘copied’ or rejected (Gillham, 1988, p. 12).  
5 Referred to as “stance” in Gillham (1988, p. 12).  
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The purpose of the levels is to encourage consideration and demonstration of the influence of 

socio-politico-economic contexts on individual behaviour. In Heathcote’s original, the levels 

model and stance do expose ideology, but the rest of the framework refers to the subjective 

perspective of the character.  

Using a materialist perspective, Gillham (1988, pp. 14-17) suggests a reworking of the 

framework to include the objective throughout, thereby making the connection to historical, 

political, and economic influence more apparent. The levels framework becomes an application 

of the materialist perspective that is the foundation of Marxism: “social being determines […] 

consciousness” (Marx, 1971, p. 21). 

 

DH GG  

The action Same as DH The particular (action) 

The motivation Individual consciousness The particular-in-the-

individual 

The investment Social (class relation) The particular-in-the-

individual-in-the-social 

The model History The particular-in-the 

individual-in-the historical  

Stance Nature (Universal) The particular-in-the 

individual-in-the natural (or, 

-in-the-universal) 
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As demonstrated in the third column, it is not Gillham’s intention that practitioners use only an 

objective focus in the framework. The subjective and the objective are combined: “the 

objective penetrates, and is contained in, the subject” (Gillham, 1988, p. 15). The levels permit 

a deeper exploration of the issue from the way it is manifest in the personal realm, the 

particular, to a consideration of the deeper, more complex universals that large populations 

experience (especially in our current age of right-wing democracies and economic 

globalization). Therefore, as Gillham demonstrates, the levels of explanation can be explored by 

starting from the particular or the universal.  

 

GG  

Nature (Universal) The natural (or, universal) 

History The natural-in-the-historical  

Social (class relation) The natural-in-the-historical-in-the-social 

Individual consciousness The natural-in-the-historical-in-the-social-in-

the-individual 

Action The natural (universal)-in-the-historical-in-

the-social-in-the-individual-in-the-paritcual 

(action) 

 

The levels framework can inform entire or partial drama structures, choices made while a 

facilitator uses the Teacher in Role convention, or tasks given to participants. 
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In the workshop for the police, Heathcote’s original version of the levels is used to 

analyse character actions. The actions are first demonstrated by the facilitator in role: throwing 

garbage in a trash can, throwing garbage over a fence into someone else’s yard, and finally, a 

white person who throws garbage into a black person’s yard. For each action, the facilitator and 

the participants consider the corresponding levels. Bolton and Heathcote finish the first phase 

of the workshop with a clear demonstration of the strength of underlying attitudes: a girl, the 

facilitator in role, is being reprimanded for her racist comment and action by a police officer (a 

student in role). The girl is holding up a card that reads, “it’s a matter of power and fun and 

‘they’ should be kept in ‘their’ place” (p. 150).  

The rest of the workshop focuses on “how they as police officers are expected to 

perceive people and events” (p. 153). This is where the police have the opportunity to critically 

consider the nature of stereotyping. This shifts focus away from the action or problem itself to 

the contributing factors that create the problem and consideration of the root cause.  

To begin gently examining the nature of stereotypes, first they consider how a person’s 

roles can easily surpass outsiders’ initial assumptions. The example they give is a vicar’s wife, 

who is also a financier. Groups are asked to come up with several other examples. Next, 

participants are introduced to a fictional case study of a crime. They review witness statements, 

interview a witness, and discuss perceptions of the accused based on where he lives. The 

purpose of this segment of the workshop is “to observe what affects our perception of people” 

(p. 158). The drama is not focused on solving the crime but instead recognizing moments where 

stereotypes can influence police work. 
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Next, they explore stereotyping in relation to groups of people. For a group of deaf 

people who are signing, they complete the levels to examine ‘groupness’. Layered onto the 

levels are negative comments participants suggest might be said about this group. Finally, they 

juxtapose the levels with negative comments in a ritualistic performance. This final task 

demonstrates the absurdity and outright inaccuracy of stereotypes that involve groups of 

people.  

Having critically considered the influence of socio-politico-economic factors that influence 

attitudes, the nature of deep-rooted attitudes in the face of reprimand, and how stereotyping 

can inaccurately characterize individuals and groups of people, next Bolton and Heathcote 

encourage participants to consider assumptions and stereotyping of police. They direct the 

facilitator to mention it as an off-the-cuff type comment: 

 

If we were to be the group in the ritual…what abusive remarks might we invite?’ 

You are testing the ground here. If you sense the temperature in the room has 

dropped, shrug your shoulders as if you were making a passing remark before going 

on to something else, but if the invitation catches on and one or two risk saying 

aloud the kind of insult they are used to suffering, then you might consider 

proceeding with… ‘Could we invent our own ritual of values? (p. 162-3). 

 

Subtle hints are part of the overall indirect approach Bolton and Heathcote take – which is in 

direct opposition to the other reformist examples I reviewed. A finger is never pointed directly 

at the participants, and it is never suggested they change their racist behaviour. These subtle 
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hints are vastly different from an issue-based approach, which often blatantly broadcasts clear 

dichotomy between the “right” and “wrong” choices and/or perspectives.   

While creating a ritual of their own values (using the levels), I see this as an opportunity 

where the facilitator could ask some questions that encourage some deeper thought about the 

role and function of a police officer. For instance, what are the recruitment premises for police 

officers? Does police training regularly include education about the nature and function of 

stereotyping? What can the education of police officers in training tell us about the main 

function of the police force? Whose interests are being served if the police force itself turns a 

blind eye to blatant instances of stereotyping? 

For the final exercise, the participants are asked to prepare a TV documentary, about 

“police officers talking about their responsibility to the community” (Bolton & Heathcote, 1999, 

p. 163).  In consideration of the taxing two-day intensive course, Bolton and Heathcote suggest 

using a real video recorder to encourage engagement.  The facilitator, in role as the host, asks 

the participants broad questions. This is where objective questions are further explored: 

 

• What would you say a police officer’s priorities are?  

 

• What are the roles of being a police officer that you become aware of when 

you first join the force?  

 

• How would you describe the pressures you are put under?  
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• What steps do you take to improve the image of policing?  

 

• How aware are you of the ethnic minorities in your locality – and how do 

you learn about them?  (p. 164).  

 

Participants, working in pairs, plan their answers to these questions in advance. The space for 

the final recording is set up carefully with eight chairs in a semi-circle for the interviewees, to 

bring focus to the role work. After the interviews, to reflect on the workshop as a whole Bolton 

and Heathcote suggest facilitating a discussion on how these participants can share what they 

have learnt with other police officers that have not taken the two-day course. Bolton and 

Heathcote suggest various ideas on how they might disseminate some of their learning – but 

they remind the reader these suggestions only have worth if the group supports those ideas.   

Notably, Bolton and Heathcote (1999) use fiction throughout the workshop, and they 

use a wide range of conventions including sculpting, thought-tracking, teacher in role, small-

group play making, and ritual6. Unlike almost all the other examples, they do not use the forum 

theatre convention at all. In their book, they suggest alternatives, like the facilitator stops a 

scene for discussion, or that this role goes to one of the participants in a group of four. Using 

forum theatre, where the audience interrupts the action and takes the place of a player on 

stage, is in their perspective, “a very advanced technique” (p. 44). They suggest other ways of 

interrupting scenes for analysis to maintain the integrity of the role work and the workshop 

overall.  

 
6 These conventions are listed and explained further in Neelands and Goode (2015). 
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Although Bolton and Heathcote’s workshop doesn’t directly question the function of the 

state with participants, their use of drama as a tool to critically consider the deep-rooted nature 

of stereotypes slowly picks away at the value system that the state is founded upon. Perhaps 

there is even opportunity for a continuation of Bolton and Heathcote’s workshop for an 

extended materialist analysis. The levels could look something like this:  

 

Action:   I enforce the rules dictated to me by the state. 

Motivation:  The state rewards me to do this with economic compensation and 

status, through public presentations of appreciation.  

Investment:  I learned to perceive this type of authority as “protection”. This 

serves the state, which functions to maintain the status quo.  

Model:  I was taught to follow the rules in school and at home. State 

sanctioned authority is well established throughout history – as far 

back as the Romans.  

Stance:  If I wasn’t doing this job, things would be chaos. Our current 

economic and political systems are adequate and effective.   

 

I wonder how this might be integrated into the drama workshop? Perhaps by exploring 

the history of state-sanctioned protection?  

Aside from exploring the subject matter from a materialist standpoint in a 

subsequent workshop, the only thing missing from Bolton and Heathcote’s chapter is an 

account of the facilitators’ reflection on the workshop having done it, and the 



 74 

participants’ response to the work. Even if the account were only from the facilitators’ 

point of view, an indication of how things were received by their participants would 

significantly substantiate this unique way of structuring and facilitating applied theatre 

with members of the state. 

To summarize, there are very few examples of applied theatre and instrumental role-

work that aim to address social justice issues with future or current members of the state. The 

examples articulated by Boal (1998), Etmanski (2007), Leichner and Wieler (2015), Yardley and 

Bailey (2007), O’Toole (2000), and O’Connor (2000) are all reformist examples where applied 

theatre (albeit sometimes unconsciously) strengthened the function of the state. Salverson 

(2016) is in a category of her own, as she makes connections between drama and therapy to 

provide emotional support – not to address social justice issues. De Guevara (2017) straddles 

the line between a reformist and revolutionary approach to address social injustice, because 

the fact that the police may have critically questioned the actual function of the state was, in 

my opinion, not explicitly pre-planned by the facilitators. The project led by Alvarez, described 

in Alvarez and Solga (2019) remains to be seen, but critical consideration of the function of 

police is clearly not a priority in the work. Bolton and Heathcote’s (1999) work is the only 

example that I reviewed involving the members of the state that I regard as having taken a 

revolutionary approach. In addition to a lack of revolutionary applied theatre work that involves 

gatekeepers, I discovered that there is a need for projects that do involve gatekeepers to 

contain self-location, descriptions of the partnership process, of the planning, what took place 

in the workshop, how participants responded to the work, and the participants’ reflections 

about their work afterwards.   
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Chapter three: Methodology 
 

As applied theatre continues to address social justice issues using a reformist approach, 

by involving predominantly marginalized and vulnerable populations and containing little to no 

exposure or questioning of ideology, whether we intend to or not, our field continues to 

support the root causes of social injustice: capitalism and its accompanying rationalization of 

corporate control, natural resource exploitation, and forced participation in a capitalist 

economy disguised as development, education, and making social change.  

Research question and objectives 
 

At the beginning of my doctoral studies, as I began critically considering the use of 

theatre to address social justice issues with gatekeepers, I wondered: what interest if any, 

might members of the state have in addressing social justice issues if dominant ideology is 

exposed and made available for them to question? Could the collective group-work motivate 

them to challenge the function of the state that they are a part of? Might this impact members 

of society who are not part of the state? I recognize my position within these questions. I was 

raised in the upper-middle class, and it has provided me with advantage. My extended family, 

parents’ friends and their acquaintances were teachers, school administrators (in the school I 

attended), doctors, researchers, local politicians, lawyers, etc. Since I first travelled to Mexico 

when I was ten years old, I have been aware of the privilege I have. I know the questions I asked 

at the beginning of my studies demonstrate my passion for social injustice, but that they also 

reflect my confidence, as a result of my privilege, that I could collaborate with gatekeepers in 

the first place.  
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In addition, I realize like other scholars that attempting to measure the influence and impact of 

an applied theatre project can reduce the art form and the learning itself to a delivery of 

simplistic messages (e.g. Balfour, 2009; Neelands 2007) – which is counter-productive to my 

intention to use drama to examine ideology, given that ideology is such a complex topic. 

Looking for the influence or impact within an art project is challenging too, because the 

outcome is not necessarily immediate or measurable. Thompson (2009) points out that in 

theatre, affect and effect lingers, slowly permeating human perspectives, while spanning vast 

times and spaces. Therefore, in this research study, I adapted my initial questions above into a 

research question that is more definite:  

 

What are the conditions in an applied theatre project that provide future and 

current gatekeepers (i.e. members of the state) the opportunity to identify and 

question dominant ideology through dramatic process?  

 

To answer this research question, this study’s objectives were:  

 

• To collaborate with research partners to identify one or more social justice-related 

issues that they identify should be addressed.   

• To undertake an investigation of existing strategies and approaches that expose and 

question ideology in drama to guide planning.  
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• To work in collaboration with those who experienced the social injustice issue firsthand 

to ensure the drama is authentic and respectful.  

• To facilitate applied theatre workshops that involve future and current members of the 

state as participants in workshops.   

• To arrange post-workshop or post-performance opportunities for participants to reflect 

on an aspect of dominant ideology which emerged through the drama.  

• To write detailed descriptions of the delivery of each applied theatre project – including 

descriptions of how partnerships were established, how the project was structured and 

facilitated, how participants responded to the work, and reflections from participants 

and facilitator after the projects.    

• To write a final reflection that analyses those conditions that offered participants 

opportunity to question dominant ideology through dramatic process. 

Arts-based, anti-oppressive research methodology 
 

According to Kovach (2005), methodology is the theory that guides a research method. 

Methods, then are the “techniques that a researcher uses” (p. 29), such as interviews, focus 

groups, etc. I used anti-oppressive, arts-based methodology as an overarching guide for my 

research. For each project, I used reflective practitioner case study to frame, document, and 

analyse the conditions in each applied theatre project to better understand the aspects of my 

own practice which may have offered, future and current gatekeepers (i.e. members of the 

state) the opportunity to identify and question dominant ideology through dramatic process.  

The classification framework presented by Wang et al. (2017) defines three different 

types of arts-based research: research about art, art as research, and art in research. For 
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‘research about art’, they refer to researchers who observe art making. For ‘art as research’, 

they refer to work where the primary researcher is also the artist. Here, the focus is on the 

process of creating art, or on some aspect of the art itself. For ‘art in research’, the researcher 

uses art in some part of the research process. Leavy (2018) summarizes that arts-based 

research can be used across all discplines, and “during any or all phases of research, including 

problem generation, data or content generation, analysis, interpretation, and representation” 

(p. 4). Art as research, can afford us, as researchers, the oppurtunity to examine human 

experience and circumstances creativley – with our use of the aesthetic, we can examine things 

through different lenses, and highlight commonly silenced and marignalised perspectives. Elliot 

Eisner, an early theoretical pioneer of arts-based research higlighted the emotive, affective 

aspect that arts-based research stimulates (Cahnmann-Taylor, 2018).  

Like Kovac (2005) who reflects on her experience at UVic as a graduate student, while 

Indigenous research methodology was first establishing itself in academia, I too have been at 

UVic as a graduate student for the past twelve years (first as a masters student, then doctoral) 

who witnessed arts-based research become a widely acceptable methodology across disiplines. 

In my first methodology course in 2010, we studied the most commonly used research methods 

in theatre – which were all borrowed from the social sciences and education – phenomenology, 

case study, grounded theory, ethnography, reflective practioner research, and action research. 

Even though arts-based research has been advanced over the past thirty years (O’Connor & 

Anderson, 2015), in our theatre department, drama as knowledge creation, analysis, and 

dissemination was typically supported by a more ‘established’ methodology. UVic PhD student 

Kathy Bishop challenged this tradition by using a/r/tography (a framework that considers the 
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artist, researcher, and teacher roles) and Norris’s (2009) theory of playbuilding as qualitative 

research. In Bishop’s research, a collective of graduate students in applied theatre (myself 

included) devised a play that considered the a/r/tography roles, and the intersectionality of 

those roles thoroughly.  

I remember one of our primary deliberations, which was motivated by contemporary 

academic debate, was whether the integrity of the dramatic art itself would be comprised when 

its purpose combined research and education. Below is a short excerpt from the play7, inspired  

by that debate:  

 

PREGNANT GRIM REAPER: I know, I’ve been watching you (reading the clipboard 

over Kathie’s shoulder) 90% . . . verbatim extracts . . . necessary to comfortably label 

the play “ethnodramatic.” . . . Why the hell would you call a play anything but a 

play? Sounds like a fancy presentation to me.  

 

KATHIE8: Theatre can entertain AND do other things.  

 

PREGNANT GRIM REAPER: Here we go again.  

 

KATHIE: (preaching) . . . teach, address findings, build communities, provoke social 

change, provide a message . . . Pregnant Grim Reaper cuts Kathie off.  
 

7 Still available to watch here: 
https://www.youtube.com/watch?v=nSLgOOHX4fU&feature=youtu.be  
8 Her character name was purposely spelled “Kathie” in the play to delineate between the 
character and the literal spelling of her name, “Kathy”.  



 80 

 

PREGNANT GRIM REAPER: Messages! They’re not stupid!  

 

KATHIE: Oh. (To audience) Sorry. (To Pregnant Grim Reaper) You did this! Killing 

time. We need to get on with the show.  

 

PREGNANT GRIM REAPER: Don’t worry. Time doesn’t die . . . other things do. Let’s 

put this thing out of its misery. (Starts to mop Kathie off the stage).  

 

KATHIE: Wait! Am I killing theatre or breathing life into a new form?  

 

PREGNANT GRIM REAPER: Now, I like that question. Maybe I can help you.  

(Bishop et al., 2014, pp. 50–51) 

 

According to Bishop’s post-project questionaire, by the end of the project, we all positioned 

ourselves closer to the “artist” role than we did at the beginning. I think I was coming to  

understand that making art is research and therefore, the fact that it is research need not 

compromise the art. Not surprisingly, following my participation in that project, I reviewed my 

own M.A. essay, and framed the work as anti-oppressive arts-based research (see Jerke et al., 

2018).  

Presently, arts-based research, and in particular, ‘art as research’ is widely accepted 

throughout academia as a resesarch methodology. There are new publications coming out 
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every year that continually legitimize the practice of art itself as a methodology for research 

across disciplines, including business, the social sciences, and education (Barone & Eisner, 2012; 

Leavy, 2018; Mulvihill & Swaminathan, 2020; Rowland & Weishaus, 2021; Wang et al., 2017). 

Moreover, well-known applied theatre scholars Jonathan Neelands, Kathleen Gallagher, and 

Augusto Boal are referenced by Mulvihill and Swaminathan (2020) as having provided a 

theoretical and practical backbone for arts-based research (p. 20). O’Connor and Anderson’s 

(2015) Applied Theatre: Research text takes it further, coining the term Applied Theatre As 

Research (ATAR) and proposing that ATAR is a research methodology in its own right.  

I created and facilitated drama workshops for future and current gatekeepers that 

aimed to expose and critique ideology as a way to better understand how to do that very thing. 

In doing that, I aimed to generate deeper understanding of the nature of ideology itself, for 

myself, my partners, and the participants. Similiarily, Mulvihill and Swaminathan (2020) suggest 

drama in particular “can highlight issues and bring our attention to those complex aspects of 

human experiences that might otherwise be overlooked and simplified” (p. 39). Because the 

structuring of the drama work is an integral component of my arts-based research 

methodology, later in this chapter, I will exemplify applied theatre work that strongly 

influenced my approach to structuring the drama work in this research.  

Anti-oppressive research is a methodology for “social justice researchers” like me which 

is fitting, since my applied theatre practice, and this study were focused on addressing social 

justice issues. In anti-oppressive research, emphasis is placed on the process and the ethics of 

that process. Voice, representation, and collaboration are vitally important (Brown & Strega, 

2005). Consistent with my own approach to drama pedagogy, as an applied theatre researcher 
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and practitioner I find more value in overarching concepts, rather than ethical “do’s and 

don’ts”. As a life-long learner, I use the First People’s Principles of Learning (“First Peoples 

Principles of Learning,” n.d.) to ensure voice, representation, and collaboration are treated with 

careful consideration. While each principle may not address these aspects head on, together 

they provide the conditions that make it possible to centre voice and collaboration in our 

drama work. In doing so, respectful representations can be achieved.   

First Peoples Principles of Learning 
 

1. Learning ultimately supports the well-being of the self, the family, the community, the 

land, the spirits, and the ancestors. The drama workshops for this research were 

created in collaboration with people who have lived experience on the topic we aimed 

to address. Where applicable, I consulted Elders in my workshop development stage, I 

included local Elders as participants at the workshop events, practiced ceremonial 

smudging, adhered to local protocol by sharing self-locations and relational connections, 

holding opening and closing circles, and publicly acknowledging traditional territory. In 

my facilitation, to encourage participant voice, I use trauma-informed practices such as 

flexibility in attendance, understanding for those who need a break, and personal check 

ins (Brunzell et al., 2019; Crosby et al., 2018). By framing the learning to ultimately 

supports well-being for self, family, community, land, spirits, and ancestors, I aimed for 

respectful representations to be multi-faceted, driven by life experience, and specific for 

each project context.  
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2. Learning is holistic, reflexive, reflective, experiential, and relational (focused on 

connectedness, on reciprocal relationships, and a sense of place). In our drama work, 

which is experiential in nature, we reflect after every activity, making connections to our 

histories, and our current lives. We share our reflections collectively, and in doing so, 

participants learn more about themselves, and one another. Fostering group reflection 

breaks down the colonial facilitator/participant power dynamic and it allows for 

participants and facilitators to learn from one another. 

 

According to Indigenous ways of knowing and being, we are our relations. I am who I am 

because of my relationships with the land and waters, my sisters, my grandparents, my 

parents, the communities I am a part of, my teachers, and my students. It is vitally 

important to continually ensure that I maintain good relations. In my relational 

approach, I aimed to be approachable, empathetic, understanding, and flexible 

according to others’ circumstances. I recognize the value of identifying original 

caretakers of territory, sharing family origins upon meeting, and recognition of historical 

and current structural contexts such as colonialism that impact daily living. In this 

research, I made myself available for in-person meetings, phone calls, text messages, 

and emails to ensure open lines of communication. I aimed for long term relationship-

building, practiced honesty, humour, humility, and consistent openness to learning. In 

each study, I detail how decisions were made and relationships fostered as I 

collaborated with partners to develop and analyse each project. In the future, if 

possible, I will ask to visit my Indigenous partners in their own communities.  
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3. Learning involves recognizing the consequences of one’s actions. When structuring 

drama work, I aim to slow down action to focus more on the “why” in the narrative, 

rather than the “what”. As a result, participants, partners, and I have emotional capacity 

and time to consider the consequences of our actions. Working in a collective opens up 

more possibilities for a range of consequences to be made apparent and considered.  

 

4. Learning involves generational roles and responsibilities. Those who I partnered with 

to create each drama workshop, especially the Elders we consulted suggested that it 

was our responsibility to be courageous and to make an effort to remember and learn 

about colonial histories and realities.  

 

5. Learning recognizes the role of Indigenous knowledge. My facilitation style aims to, 

above all, show respect for many different ways of knowing. We use writing, 

storytelling, movement, music, visual pictures, and place-based activities to learn. These 

avenues make opportunity to share Indigenous knowledge, and to listen and receive all 

knowledge in a respectful way.   

 

6. Learning is embedded in memory, history, and story. This frames the approach I took 

to design the workshop for judges – we looked at the history, and we used story 

throughout (especially in the play where history and a story are combined). In the two 
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other drama workshops, we looked at a person’s whole story (before, after) – not just 

one moment in an interview.  

 

7. Learning involves patience and time. I consider this in my assessment of our drama 

work. I do not claim that participants were changed after they attended a workshop. I 

look for ways that we exposed and questioned ideology in the drama work, rather than 

aiming to change attitudes and behaviours with one single workshop.  

 

8. Learning requires exploration of one’s identity. I continue to re-examine my self-

location throughout this research. The undergraduate students who helped develop and 

facilitate the workshop for judges, explored their own identity throughout the semester. 

They wrote and re-wrote their self-locations, shared them in small groups, and in the 

workshop itself. We gave ample time in the workshop for judges at the beginning and 

the end of the day. Upon reflection, I realize that more time to explore self-locations 

could have been a prominent part of the workshop with the law students and public 

administration students to probe even deeper meanings of our workshop content.  

 

9. Learning involves recognizing that some knowledge is sacred and only shared with 

permission and/or in certain situations. I received permission for each drama workshop 

I developed. I understand that the workshops that I created were for those specific 

circumstances. In order for those workshops to be translatable across other situations, 

further permission and workshop development would be required.  
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Embedding the First Peoples Principles of Learning into my pedagogical approach helped to 

illuminate focus on drama as a learning medium, rather than drama as a high-status, exclusive 

activity. This is an important shift that gave agency to all of the participants to fully engage in 

the drama work, rather than to simply let the ‘real’ actors, or the most extroverted students 

take the spotlight. I explained my intention to use drama as a learning medium at the beginning 

of all three projects, and structured our initial work carefully to introduce how we can use 

drama in this way.  

Anti-oppressive research (and my applied theatre practice) foregrounds critical perspectives 

to drive the research. Marxist theory provides a base for these critical perspectives (Moosa-

Mitha et al., 2015). Considering the critical perspective in research means that I recognize that 

“knowledge” is: 

 

• Socially constructed by and in the interest of the dominant society; and  

• Historically situated and has an ideological function, used to create a hegemonic or 

dominant view of reality that produces hierarchical social relations under the guise of 

authoritative ‘truth’ claims (p.74).  

 

The creation, recognition, and sharing of knowledge is not, and has never been neutral. 

Knowledge is power. In anti-oppressive research, there is a reconsideration of ways of knowing, 

knowledge creation, and knowledge sharing. Participants as “subjects” and researchers as 

“experts” is reconsidered, questioned, and re-examined. Discussed by Marx (Kitching, 2015), 



 87 

and revisited by Paulo Freire, I acknowledge the dialectical relationship between theory and 

practice as “praxis”. Theory informs practice, and practice informs theory.  

Moosa-Mitha (2015) points out that the primary limitation of Marxist theory is that it is 

highly normative, as it only considered the factor of economics in oppression (i.e. class), and 

not race, gender, age, culture, etc. Throughout my research and practice, I give attention to my 

self-location – to recognize, understand, and be upfront about how my self-location influences 

the research design and analysis.  

According to Moosa-Mitha (2015), validity in critical research, such as anti-oppressive 

research is measured by emancipatory change. This is where I differ, as an arts-based 

researcher.  As I have articulated earlier, I side with Edward Bond (quoted in Dobson, 2013), 

and am unable to make grandiose claims that theatre can directly initiate social change. On the 

other hand, I think what theatre can do is more significant than “little” changes, as Michael 

Balfour (2009) suggested. In my mind, drama supports critical examination of our world and the 

ideas that support the way things are, which I believe is an outstanding contribution to 

addressing social injustice; albeit one that is extremely difficult to measure. As a researcher, 

what I can do is clearly describe the process that occurred, the drama that took place, and my 

observations of participant responses to the drama during and after in order to better 

understand how my practice can encourage critical questioning. As an arts-based researcher, as 

part of that documentation, I take extra care to give attention to the aesthetic, and the 

sensations which were stirred during the drama.  
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Reflective practitioner case study research method 
 

I present three case studies, all of which were workshops that I facilitated, involving future 

and current gatekeepers. Because of the lack of studies in applied theatre that involve 

members of the state to substantially challenge them to critically consider their function within 

the state, these case studies can be classified as intrinsic case studies. Creswell (2013) explains 

that for an intrinsic case study, “the focus is on the case itself […] because the case presents an 

unusual or unique situation” (p. 100). The ‘reflective practitioner’ aspect of the case study is a 

very popular method for research in applied theatre because the researcher is often also the 

facilitator of the work, and because each applied theatre project must be considered within its 

own context (O’Toole, 2006). Researchers regularly consider the influence of the researcher in 

qualitative studies – echoing Geoff Gillham’s (1988) argument that in every action, the 

objective and subjective are intimately woven. As the facilitator of the drama work within the 

case, I too am a participant in the research. The case studies in this research are:  

 

• Law students (2014-2018): A recurring workshop about effective communication with 

clients who have mental health issues, which I facilitated for 10-12 different cohorts of 

law students. This was a secondary source.  

• Public administration students (2018): 4 different workshops I facilitated for a group of 

21 Public Administration MA-level students, which aimed to teach students 

collaborative skills, competencies, and capacities, and to encourage critical questioning 

with regards to the current culture in public administration. This was a secondary 

source.  
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• Judges (2019): 1 full day workshop for 23 judges to consider what it means to 

decolonize the care of children, facilitated by applied theatre students who I mentored 

and supported. This was a primary source.  

 

Case study data typically consists of six sources because the researcher aims to illustrate all 

aspects of the case (Yin, 2012). I made sense of using five sources for this study (I excluded 

direct observation due to the non-disclosure agreement I signed for the judges). These were:  

 

• Physical artefacts: Consisting of workshop plans, lists, email communication during the 

planning phase for the judge’s workshop, and writing produced by participants during all 

workshops.  

• Interviews: These were unstructured and were conducted as needed. I asked for verbal 

confirmation and written consent from participants to use these conversations as data 

in my research.   

• Participant observation: This took place during the workshops and are from my 

perspective, as facilitator.  

• Documents and archival research: The human research ethics board (HREB) at the 

University of Victoria considers past documentation of workshops as secondary source 

material. The workshops for public administration and law students, are workshops I did 

in the past, which I included as case studies.   
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For the data analysis phase, my research consists of two analytic stages: a within-case 

analysis and a final interpretive phase. Each within-case analysis contains a detailed description 

of the case (Stake, 2006), and a thematic analysis. These themes are “not for generalizing 

beyond the case, but [are] for understanding the complexity of the case” (Creswell, 2013, p. 

101). The final interpretive phase consists of “ascertains” (Stake, 2006), or an interpretation of 

the meaning of the case (Yin, 2012). Creswell (2013) names them “lessons learned” (p. 101). In 

this dissertation, this phase is represented by Chapter 7.  

Even though the findings from a case study are not intended to be generalizable, it is my 

hope that these detailed project accounts could help to support future applied theatre that 

involves members of the state by legitimizing the use of drama for educational purposes in this 

context. Frameworks created and refined to expose ideology in each case could be adapted for 

other contexts and re-evaluated.  

Thick descriptions (or lack thereof) 
 

I completely understand the value of thick descriptions to uncover power differentials, 

and socio-politico-economic contexts (I think McDonnell (2005) articulates the reasons best). I 

recognize that my case studies may not be “thick” enough. I haven’t written about every 

minute detail of my days while structuring the drama and facilitating the work. To answer my 

research question, I felt that several examples, in different contexts, in order to get a sense of 

the general issues and questions, would be best. Thankfully, thick descriptions are not the only 

stipulation to move to a “more complex and ethical historiography” – McDonnell (2005) also 

lists “reflexivity, commitment, dialogue, collective authorship, and transparency about the 
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ideological interests and power relations which mediate all practice”(p. 127). I have worked 

hard to address these other elements in my research.   

Complexities and limitations 
 

Power, I learned, as a researcher and a facilitator, is complex and contradictory. As a 

female student in my thirties with visible Métis heritage, I had considerably less social, political, 

and economic status than most of those I collaborated with. Often applied theatre researchers 

and practitioners discuss the issue of power imbalance between facilitators who have higher 

status and participants with lower status as being a significant concern that deserves attention 

in our field (Ahmed, 2004). Aside from Prentki’s (2012) book, The Fool in European theatre: 

Stages of folly, applied theatre literature that considers an inverted power imbalance between 

facilitator and participants is rare.  

Securing partnerships with future and current members of the state in this project was, 

in many ways, challenging. It took several years to establish relationships. To build rapport, I 

was required to explain, in many different ways, what a drama workshop might entail. The 

parameters for participation and confidentiality were clearly articulated and agreed upon 

before each project began. Developing and facilitating workshops over several years’ time 

meant that my approach to facilitating participatory drama for gatekeepers could be refined. 

My ability to structure a workshop and choose a fiction that was relevant and balanced 

between protection and challenge was crucial.  

Despite the fact that I was a low-income student trying to pitch educational drama 

workshops to future and current gatekeepers, I did have a number of privileges that enabled 

my partnerships with all three different groups of gatekeepers. Being a PhD student, having 



 92 

been a sessional instructor at two different universities, and employed at the medical school as 

a Standardized Patient Trainer were definite advantages. These points were highlighted by my 

partners in all of my introductions to participants, and without a doubt, these credentials 

increased my status.  

Looking back to some of the examples I reviewed in Chapter 2, when it comes to 

working with members of the state, I suspect status is a prerequisite. Boal (1998) had status as 

a theatre practitioner and as a city councilor, and arguably, the most effective legislative 

theatre Augusto Boal facilitated was during his four years as a councilor. David Diamond 

(Etmanski, 2007; Leichner & Wieler, 2015), Lina De Guevara (2017), and De Guevara’s co-

facilitator, Victor Porter all had status too, as established theatre professionals in B.C. All three 

readily advertise their personal connections to Boal, which conceivably gives them more 

credibility. John O’Toole (2000) and Julie Salverson (2016) both held faculty positions when they 

facilitated their work, and Peter O’Connor (2000) was part of the state, as he worked for the 

federal government in the Race Relations Office as the educational coordinator. Ainsley Yardley 

and John Bailey (2007) are scholars too, which immediately located them in a higher class. 

Gavin Bolton and Dorothy Heathcote are both world-renowned drama educators who 

published their book (Bolton & Heathcote, 1999), which included the chapter about working 

with police, near the end of their careers.  

My work experience was important in order to partner with gatekeepers, and I tried to 

keep my status in check. I deferred to my partners, the Indigenous partners (in chapter six), to 

my friends (chapter four), and to the professor/mediator who offered first-hand knowledge and 

advice to me as we structured the drama work (chapter five). This is where I challenged the 
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idea of the academic as the “expert”, and I strongly leaned on the First People’s Learning 

Principles, and many private consultations with Elders to help guide the development and 

facilitation of all three cases. 

Structuring revolutionary drama  
 

Applied theatre projects that take a revolutionary approach to addressing social 

injustice remain somewhat rare. Leading scholars in applied theatre suggest that pro-social 

impact is often the primary focus (Cohen, 2016; Freebody & Finneran, 2016b), or that pro-social 

or therapeutic impact can be mistaken for political challenge (Ahmed & Hughes, 2015; 

Neelands, 2007; Prentki & Pammenter, 2014). In other instances, the facilitator is unable to 

probe to a level of deep critique (Bala & Albacan, 2013; Dwyer, 2004; Snyder-Young, 2013a). 

Finding financial support for theatre that takes a revolutionary approach can be difficult 

precisely because it challenges the status quo. For example, Save the Children UK cancelled 

funding for Etherton’s (2004) child rights TfD program because they were worried donors would 

cease donations on the grounds that it was “too political” (p. 358). Still, many scholars in 

applied theatre strongly advocate for continued perseverance to ensure applied theatre 

projects remain revolutionary – that is, to consider socio-politico-economic contradictions, thus 

exposing and examining ideology (Dobson, 2013; Etherton, 2009; Neelands, 2007; Prentki, 

2015). 

A fundamental component of this arts-based research is to better understand the 

process of developing and facilitating drama to give participants the opportunity to identify and 

question dominant ideology. I understand the term ‘applied theatre’ as an umbrella term which 

encompasses many sub-genres. The extra-theatrical purposes that characterize applied theatre 
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(education, community building, and to address social justice issues) often transpire 

simultaneously, and these intentions can also span many sub-genres of applied theatre. The 

sub-genres of theatre for development (TfD), theatre in education (TIE), and drama in 

education (DIE)9 each have strong traditions of addressing social justice issues from a 

revolutionary approach as I have defined it – that is, aiming to expose and question ideology, 

and/or to understand an issue better by examining the roots of the issue, rather than just the 

issue itself. Below, I illustrate one example from each sub-genre which have taken a 

revolutionary approach to addressing social injustice and greatly influenced the structure of the 

drama for this research.  

TfD 
As a result of a growing critical consideration of international community development 

generally, TfD responded by shifting from a needs-based approach (rooted in idealism, aiming 

for personal change) to a rights-based approach (rooted in historical materialism, aimed at 

critical questioning of systems and support for self-advocacy) (Kandil, 2012; Nogueira, 2002; 

Prentki, 2003, 2015). Rights-based TfD practitioners and scholars Michael Etherton and Tim 

Prentki both support a Brechtian approach to expose ideology. Prentki (2015) describes how 

Brecht impacted TfD with a theatrical aesthetic that specifically looks at contradictions to 

“examine[s] where and how change might arise” (p. 17). In their article, Prentki and Pammenter 

(2014) echo this dialectical logic, arguing that the element of contradiction is essential for TfD 

to be transformative (42). Etherton (2006) details the creation of a ‘new drama aesthetic’ he 

developed in West Africa, and argues it is imperative that the stories the children and youth 
 

9 Each one of those sub-genre-terms have been critiqued, modified, and re-considered 
(Freebody et al., 2018). For simplicity sake, I refer to each as they are most commonly used in 
past and recent scholarship.   
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perform contain the element of contradiction, so as to lead to a deeper analysis of the issue (p. 

115).  

A project by Tim Prentki, Michael Etherton, and Asif Munier exemplifies how 

contradiction generated critical analysis in a TfD project they co-facilitated in South Asia. In 

describing their approach to devising TfD, Prentki (2003) explains, 

 

[c]ontradiction runs like a leitmotif through every stage: finding the contradiction in 

the story; structuring contradiction in the devising; offering contradiction through 

the performance (p. 51).  

 

In the first week, NGO employees learned about the author’s approach to facilitating TfD. In the 

second week, the NGO employees split up (with Prentki, Etherton and Munier accompanying 

each group) and facilitated fieldwork projects to practice the TfD approaches they’d learned the 

week before. The group which Prentki accompanied travelled to a rural area in South India and 

worked with approximately thirty children, many of whom were children of Jogins. A Jogin is a 

woman who is offered to the church by her parents. She becomes a “bride of the Mother of All” 

(Prentki, 2003, p. 46), and once initiated by the church, she cannot marry. A Jogin ensures 

parents that they will be taken care of in their old age. Even though Jogins cannot marry, they 

may have sexual relations with men from higher castes. Children born as a result are “at the 

bottom of the pecking order”, because they legally do not have fathers (Prentki, 2003, p. 46). 

With the support of the trainers, these children of Jogins devised a play to perform to their 

village based on their life experiences.  
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In rehearsal, the children created a scene re-enacting a Jogin initiation ceremony. It was 

presented as a celebratory event, but this scene left a feeling of “anguished elation” amongst 

the young people - the first spark of contradiction captured during the devising process. The 

final play, performed in a temple precinct to about 400 people, perfectly encapsulated this 

conflicting feeling. The play began with the celebratory Jogin initiation ceremony and followed 

with these scenes (chosen by the children, inspired by their own experiences):  

 

• Scene 1 Showed the struggle of a family when the mother becomes sick.  “The 

responsibility for addressing the crisis falls upon the children for there are no adults 

willing to involve themselves” (Prentki, 2003, p. 48). 

• Scene 2 Showed the “…efforts of a family to save money so that the son can go to 

school; efforts which are thwarted on the first day of school when the teacher refuses to 

register the boy who cannot give his father’s name since he legally has no father” 

(Prentki, 2003, p. 48). 

• Scene 3 Showed the “…illegal discrimination against Jogins at a tea-stall and their 

attempts to seek redress through corrupt local police” (Prentki, 2003, p. 48). 

 

To end the play and initiate post-show conversation, the children each recited what they felt 

was the most important question that the drama raised for them (Prentki, 2003, p. 48). 

There is no doubt that the play utilized contradiction, juxtaposing the celebratory energy 

of the ceremony which shows that being a Jogin is presented as a societal honour, despite the 

daily discrimination received by Jogins and their children in their own community. The cultural 
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status received from dedicating a women’s adult life to caring for elders bears no comparison 

to the consequence of having children out of wedlock. The post-show conversation was 

described as “fierce” (Prentki, 2003, p. 49).  Although language prevented Prentki (2003) from 

understanding every comment he recalls    

 

…there was clearly an emerging consensus around the view that what the 

community had been shown that evening was unacceptable and that simply 

outlawing the practice of creating Jogins without addressing the issues of abuse and 

discrimination was not good enough! (p. 49).    

 

While it is clear the audience critically analyzed the status quo, it is not clear to me from the 

article what the performers thought about their own drama. What were the questions that the 

children asked the audience at the end of the play? Unfortunately, without it, it is difficult to 

decipher whether the children actually did analyze their work to this depth, or if the 

contradiction in the play between the ceremony and the other scenes occurred because of the 

facilitators’ direction. While I assume it is the latter, it would be useful to see what the children 

said! Nevertheless, that these children, who are at the ‘bottom of the pecking order’ presented 

an in-depth sociological insight into their own circumstances and one which influenced critical 

community consideration regarding ‘the way things are’ is remarkable and offers a strong 

alternative to the status quo in itself.   
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TIE and DIE 
 

In Chapter 1, I described the difference between concept-based and issue-based 

approaches in TIE and drama education and relate concept-based approaches to performances 

and workshops to a revolutionary approach to addressing social injustice. Here, I present two 

different projects which I think are excellent examples of concept-based work, and which 

strongly influenced my approach to structuring the drama work in all three case studies.  

The first is, The Name of the Game, a play written by Maureen Lawrence in the late 

1990s for students at Northumbria University to use as part of their TIE program for middle and 

high school aged students. The play exposes ideology (specifically, patriarchy) by examining the 

historical and political context (feminism and targeted female oppression during the 4th and 5th 

century A.D. Roman Empire). Having explored some of the background on how and why gender 

inequality was created, the play reveals contradictions between dominant ideology, past and 

current reality, and presents ideology as socially constructed to serve ruling class interests. 

Ultimately, the play challenges the status quo by encouraging those who are subject to gender 

discrimination and those who (knowingly or unknowingly) perpetuate it to push the boundaries 

of ‘conventionality’ and ‘tradition’ in regard to gender roles. In addition to The Name of the 

Game being an example of a project that successfully exposes ideology, I chose this specific 

example because it is unusual to find an entire applied theatre performance script. As I 

observed in my TfD example, some parts of a performance or workshop may be omitted.  

The Name of the Game is structured using a metatheatrical holding form. The play 

follows a group of actors (called One, Two, Three, Four, and Five) as they devise a play about 

Hypatia - a Greek scientist, mathematician, teacher, and librarian during the Roman Empire 
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(Lawrence, n.d., p. 2). While serving the state, she mysteriously went missing and it was 

speculated that she was murdered by a Christian mob. Scenes in the play switch between the 

past, where the actors take on roles to enact the story of Hypatia, and the present in which the 

actors debate and discuss the historical events they enact. Harkening back to TfD practitioners 

and scholars, Etherton (2006) and Prentki (2003) who argue devising theatre is an act of 

analysis, this play is a fictional depiction of their thesis.   

The first device used to show ideology is historical materialism, the same analytic lens 

Marx used in his research (Singer, 2018). Historical materialism looks at historic reality (i.e. the 

facts) in order to reach a more in-depth understanding of current socio-politico-economic 

systems. The first scene of the play establishes the materialist approach:  

 

FIVE: What can we deduce from the given? After all, if this is Hypatia’s work, we 

can deduce Hypatia.  

 

TWO: (TENTATIVE) Hypatia is a given? 

 

FOUR: A fact? 

 

FIVE: An actual, indisputable, inescapable, irrefutable, immutable fact? 

 

TWO: She was born? 
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THREE: She lived? 

 

FOUR: She died? 

 

FIVE: And it’s all documented? 

 

ONE: Yes.  Yes.  Yes.  Yes.  And yes.  Go on.  Next step? (Lawrence, n.d., p. 4) 

 

Similar to Prentki, Etherton and Munier’s project in South Asia, this play also shows 

contradiction to expose ideology. In The Name of the Game, the story of Hypatia played by the 

actors throughout the play shows contradiction between dominant ideology and reality: 

Women are discussed and treated as though they were unequal to men, yet Hypatia’s 

extraordinary abilities as an intellectual, politician, and a teacher are strikingly apparent. 

Several scenes focus on the political and economic motivations behind her murder. In the 

actors’ search, they come to understand (and, as a result, show on stage) that the ruling class 

systematically created gender inequality to serve their own advance for power (Lawrence, n.d., 

p. 35). After Hypatia’s murder, the monks bring the body to Cyrillus, the bishop of Alexandria 

for further orders. Despite the physical presence of the body, Cyrillus refuses to look at it so as 

not to be held responsible for it. As Actor Five highlights later in the play, “If you want to stay in 

power, you do your dirty deeds in private” (Lawrence, n.d., p. 34).   

Throughout the play, the actors themselves share their emergent knowledge of dominant 

ideology with the audience:   
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• “The point is women have been deliberately kept in the dark about women” (Lawrence, 

n.d., p. 7)  

• “[Men] systematically and deliberately excluded women from public life” (Lawrence, 

n.d., p. 19)  

• There is a “glass ceiling”, and as a result, “women don’t get to the top” (Lawrence, n.d., 

pp. 45–46). 

 

With regards to identifying the continued manifestation of ideology in current reality, Actor 

Four shares facts and examples that illustrate current gender inequality:  

  

FOUR: (VEHEMENT) You want facts and figures? All right. The fact is ninety nine 

percent of women today work both in the home and in the work-place. (TO TWO) 

And yes, ninety percent of all the cleaning work is done by women. (TO THREE) 

Eighty percent of all the hum-drum office work. (TO FIVE) On the production line 

women account for a third of all the routine jobs…You wanted facts and figures? 

Well, just you listen to me. In the British Institute of Mechanical Engineers there are 

seventy thousand members and only three thousand are women. But the fact that 

there are three thousand women means they can do it. Of course they can do it. But 

do most women know that, let alone more men? No. For every hundred male 

electronics experts, there’s only one female. In medicine, one percent. In 

architecture point nought, nought five. And in the modern library service where 
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eighty percent of all works are women, ninety percent of all the chief librarians are 

men. That would make Hypatia something of a rarity even in our day (Lawrence, 

n.d., pp. 49–50)  

 

Finally, near the end of the play, Actor Four addresses the need to expose and contest current 

ideology head on:  

 

FOUR: I’m going to venture an opinion: the fact that Hypatia was a scientist is 

important for women today because for hundreds of years it has been assumed 

that women are mentally inferior to men.  What we really need to clear away the 

misty views and see the scene as it is now – to get the measure of reality – is facts.  

All right? Are women inferior to men in fact?”  (Lawrence, n.d., p. 47)  

 

Aesthetically, the scenes that take place in the present are slightly didactic and comparable to 

the direct address used by the children’s questions in the play Prentki witnessed in the TfD play. 

In consideration of all of the available elements within the dramatic form, perhaps a stronger 

critique of the status quo would be to embed the contradiction within a scenario itself, thereby 

showing it, rather than discussing or explaining the connections and contradictions between 

ideology and current reality. That said, this play does not indicate ‘right’ or ‘wrong’ as issue-

based drama does. Similar to the subtleties Bolton and Heathcote (1999) use in their 

facilitation, this concept-based play encourages questioning, rather than acquisition of the 

‘right’ answers. For example, near the end of the play, the Chorus exclaims:  
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CHORUS: (ROUSED) Who is the villain? Who is the foe? Questions. Questions. The 

one in the know. No. No. No. Questions. Questions. Find out. Find out. Was it a 

plot? Or was it a plan? Find out. Find out. Who killed Hypatia? Who took her life? 

Was it a God? Questions. Questions. Find out. Find out. For hundreds of years her 

spirit was sleeping, but now she’s awake. She’s stiffening her sinews and stitching 

her skin. Who is the villain? Who is the foe? Is it man? Is it God? Is vengeance her 

goal? Is she looking for blood? No. No. No. She’s looking for justice and the right to 

be free. She’s looking for work as good as she gives. She lives. She lives.  

 

Despite the didacticism of some of the scenes set in the present, I believe this concept-

based play does take a revolutionary approach to addressing gender inequality, as its primary 

function is to encourage questioning of our systems and our way of thinking. The notion that 

Hypatia’s spirit remains offers hope that gender equality in society is possible.  

  Allison Lloyd Williams (2015) offers another excellent example of a DIE program which 

offered student participants the opportunity to identify and question dominant ideology. Lloyd 

Williams facilitated a devised performance project which brought together two schools, one in 

England and the other in Uganda, and in doing so, aimed to critique the ‘singular story’ of Africa 

(Lloyd Williams, 2015, p. 217) – a one-sided perspective portrayed by the media to raise funds 

for NGOs. This singular story of Africa supports dominant ideology by reinforcing the divide 

between ‘us and them’ and ‘here and there’ (Lloyd-Williams, 2015, p. 217). Rather than seeing 

people from the continent of Africa as equals, people from more developed counties are often 
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taught to pity them. This divide makes outsourced cheap labour and natural resource extraction 

possible, serving capitalism and ruling class interests. 

Lloyd Williams used contradiction throughout all phases of her project. To begin the 

devising phase, she asked the students to tell her what they knew about Uganda. The students’ 

perspectives of both Ugandan children and the greater country were all negative – they replied 

that it is “dirty, unkempt, dusty, not very stable”, and that they are “not as fortunate as us” 

(Lloyd-Williams, 2015, p. 209). Next, the children exchanged letters with their partner school in 

Uganda, and they forged genuine relationships with Ugandan students. The stories Ugandan 

students told of abundant fruit, vegetables, and recreation added complexity to the UK 

students’ initial perception of Uganda. Next, Lloyd Williams showed a video clip of a telethon 

fundraiser. In it, UK celebrities travelled to Kenya and wept on camera at the poverty they 

witnessed. After watching the video, Lloyd Williams asked students, “What image of Africa is 

presented?” (Lloyd-Williams, 2015, p. 217). Upon contemplation of the letters the students 

exchanged with the Ugandan students, the contradiction between ideology and reality became 

apparent. Students resolved that the video showed a “one-sided image” which served the 

fundraiser’s interests (Lloyd-Williams, 2015, p. 214).  This moment of realization for the 

students was a turning point, and their final performance became about showing this 

contradiction (and furthermore, exposing ideology) to their audiences.   

The stage was split to show each day in the life of English and Ugandan students. The 

tick-tock of a clock directed the action on stage, and led the students through the day. At the 

beginning, the two sides of the stage were almost separate – the only aspect that united them 

was the time of day, which highlighted their differences. Then, as the day played out, their 
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school experiences, food, and hobbies showed crossover. Aesthetically, this was represented 

with increasing acknowledgement and interaction between students one each side of the stage. 

To further highlight ideology, scenes were interspersed with “a series of pre-recorded TV news 

reports” projected on a screen behind. The video showed actual media coverage, showing 

rampant poverty, and the spread of disease, as well as commercials created by the UK students 

and showed more positive portrayals of Uganda; for example, football achievements, and 

wildlife. As Lloyd Williams saw it, this project was “transforming the familiar space into the 

learning space” (2015, p. 218).   

In addition to the use of contradiction in the devising process and the showing of it in 

the performance to expose and contest ideology, Lloyd Williams also carefully planned the 

post-show conversation with the student audience to generate further reflection and critique 

on dominant ideology. Before watching the play, audiences completed a questionnaire that 

elicited their initial understandings of Africa. After the play, teachers with younger students 

were given prompts for reflection in their own classrooms, while the older students 

participated in a discussion with the student actors and the facilitator, Lloyd Williams. An ethos 

of pity, similar to the student actors’ initial ideas of Uganda, was evidenced in the pre-

performance questionnaire; but the post-show conversation refuted it. Audiences reflected 

that they learnt that the Ugandan children are “like me” (Lloyd-Williams, 2015, p. 219). Each 

aspect of this project sought to show contradiction and reflect on the meaning of it. The initial 

devising workshops, the performance, and the post-show conversation successfully 

interrogated the dominant ideological understanding of Africa, and specifically contested the 

media’s perpetuation of it. It challenged the status quo by contesting the one-sided nature of 
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the media portrayal of Africa, while offering an imagined future that acknowledges hardships 

without the separation of ‘us and them’.   

For this doctoral research, I intentionally structured all three drama workshops in each 

case study to show the contradiction between state requirements and personal circumstances, 

and to encourage participant consideration as to how the requirements made by the state (in 

terms of language, culture, process, etc.) do not serve society - those who are accessing those 

state services. For the case study involving judges, a historical materialist approach, similar to 

The Name of the Game was integral to our goal to consider decolonization.  

As I considered how to structure the drama work for this study, aside from the approach 

to addressing social injustice, I recognized the merit of using fiction and multiple theatre 

conventions. Both offer countless possibilities for intellectual challenge and protection for 

participants. As demonstrated by the project O’Toole (2000) described, aiming for realism is 

highly problematic, as it may not offer participants’ adequate protection or safety in the drama. 

Clark et al (1997) suggest that not only does fiction offer protection, but the use of fiction 

allows participants to move beyond the constraints of their own day-to-day personal and 

professional roles, which are “limited by experience, status, age, and the expectations of 

others” (p. 24). Fiction provides more opportunities for participants to creatively explore and 

consider the concepts, topics, and issues presented in the drama work.  

Most of the examples of existing theatre with gatekeepers I found, reviewed in Chapter 

2, use forum theatre. While forum theatre often utilizes fiction, and spect-actors do take on 

different roles, forum theatre limits the amount of people who can directly participate, and 

limits the scope of each participant’s contribution. Spect-actors are limited by the given 
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circumstances that are already set in the play. Bolton and Heathcote (1999) also caution against 

using forum theatre, as it is a ‘very advanced’ improvisation technique if participants haven’t 

had adequate practice (p. 44). In a context where even the words “drama” and “theatre” may 

already be misunderstood or possibly even disrespected, the use of forum theatre could 

undermine the integrity of the role-work. Therefore, in these workshops, I aimed to use a wide 

range of theatre conventions.  

As in any applied theatre project, consideration of self-location and positionality are 

vital to the work. In this research, self-reflexivity was an especially important addition to 

augment my theoretical underpinnings, and because it is aligned with my own Métis heritage, 

worldviews, and with the direction I received from the Indigenous people that I partnered with. 

Rather than reducing our artwork to a message to easily measure impact, I aimed to design a 

research project that valued the nature of drama, and the education approach that aligns with 

my value system, which consists of exposing and questioning – not giving right answers. 

My anti-oppressive, arts-based methodology makes it possible to place focus on 

examining the partnerships, the process of structuring drama work, the facilitation, and the 

context when aiming to address social injustice with gatekeepers from a revolutionary 

approach. I used the First Peoples Principles of Learning to try to ensure that as researcher, and 

the one with a theatre degree, our research did not perpetuate oppressive knowledge creation 

practices, and to ensure that the perspectives of people who experience the social injustice 

were ethically represented in the drama. I have framed each project as a reflective practitioner 

case study and in all three cases studies, I have included detail about partnerships, the process 

of structuring the drama, the workshop itself, the participants’ response to it during the 
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workshop, and the participants’ post-workshop reflections. Though I have not included thick 

descriptions, I have highly prioritized evidence of my own reflexivity, and descriptions about 

workshop development, and partnerships to contextualize the work.  

In structuring the drama work, showing contradictions between ideology and personal 

realities, and historical materialism are key ingredients to create theatre to address social 

injustice with a revolutionary approach. This approach can be used in many different contexts 

and can guide the drama towards deeper analysis.  
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Chapter 4: Applied theatre with law students 
 

Having extensively considered the connection between drama and addressing social 

justice issues, I strove to create workshops that not only delivered the learning objectives that 

were required, but I also ensured that the workshop stirred emotion, fostered robust 

engagement (by creating tension and use of the aesthetic), and encouraged real critical thinking 

about participants’ own attitudes and perceptions, as well as the systems and structures that 

they were learning to uphold. This case study illustrates a drama workshop I created and have 

taught in the University of Victoria (UVic) Faculty of Law that considers how historical, social, 

and economic factors impact access to justice and how ideas of ‘professionalism’ can conflict 

with a lawyer’s ability to effectively represent their client.   

Summary  
 

The Faculty of Law runs the Law Centre at the Victoria Court House to offer advice and 

legal representation to clients who cannot afford a lawyer. Fourteen law students participate 

per term, and there are three student cohorts per year. Before working at the Law Centre, 

students participate in a month-long Law Centre preparation course. This workshop was taught 

as a component of this intensive preparation course.  

I did not teach this workshop with the intention of using it as a case study. However, 

having taught this workshop approximately fifteen different times from 2014-2018, and having 

received written feedback from participants after each workshop, I realized that when 

compared to the majority of the role-work used in legal pedagogy, this work presents a rare 
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example of using role to develop understanding, rather than communication or negotiation 

skills. The partners who I developed this workshop with were:  

• two people I have worked with in the past who have schizophrenia (see Jerke et al., 

2018); 

• a physician; and, 

• the law professor who taught the course.  

Data collection 
 

I obtained approval from UVic Ethics to write about this work. The data I used to write 

about this case study is secondary source data, and includes:  

• several iterations of the workshop itself (I changed it slightly over the course of those 

four years); 

• my own facilitator observations which I sometimes noted while teaching the workshop; 

• my own reflections after teaching some individual workshops; and,  

• anonymous participant feedback from a post-workshop survey, which I distributed 

immediately after teaching every workshop.  

Simulations to teach communication skills 
 

In British Columbia (and throughout Canada, USA, UK, Australia, Hong Kong, and many 

other countries), medical schools use standardized patients10 to support learning and 

assessment. For the past several years, I have worked as a standardized patient trainer at the 

Island Medical Program at UVic. In this role, I recruit and direct standardized patients (SPs).  

 
10 Actors, some with community or professional experience and some without, who portray 
patients. 
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This simulation role-play approach has been widely adopted in post-secondary education 

faculties, including social work (Logie et al., 2015), nursing (Felton & Wright, 2017), and law 

(Barton et al., 2007). Because the SP model has directly informed how role-work is used in 

many faculties in post-secondary education including law, first I will describe the use of role-

work in medical education in more detail.   

SPs are used in high-stakes summative exams. In these exams, students are assessed on 

their ability to ask comprehensive questions to elicit the history of a patient’s condition, to 

perform physical examinations using the correct maneuvers, to communicate effectively, and 

to demonstrate professionalism. The exams are called objective structured clinical 

examinations (OSCEs) – and as a SP trainer, I can confirm that these exams are structured! Each 

SP interaction is meticulously calculated, directed, and timed. SPs must stay in role for the full 

duration of the interaction, unless a physical exam maneuver is causing the SP actual pain. In 

addition to the OSCEs, SPs also support medical student learning in ‘communication skills 

projects’ (Heinrich, 2017; Kaplonyi et al., 2017; Nestel & Bearman, 2014). The purpose of these 

projects is to provide medical students with the opportunity to practice managing difficult 

conversations with their patients. These cases contain especially sensitive material, such as 

religious or cultural beliefs and contexts, mental health, suicide, a terminal diagnosis, or 

intimate partner violence (Kaplonyi et al., 2017).  

There is definite value in practising skills in a low-risk environment where no ‘real’ 

patients are at risk. Standardized patients offer standardized patience. However, when it comes 

to a learning objective, like teaching communication skills, such as empathy, compassion, non-

judgement, etc., I have some reservations about the efficacy of this role-based pedagogical 
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approach. Identifying and debunking one’s own values, assumptions, and biases is a time-

intensive process, and one that typically requires consideration of historical, social, political, 

and economic influences. To achieve these ends using role-work, I think it is imperative to use 

all aspects of the dramatic art form to reach this level of complexity and depth. Furthermore, I 

question the premise of teaching communication skills altogether because I believe there are 

underlying factors, like ideology and the institutional systems themselves, that by nature inhibit 

effective communication, and in order to truly foster effective communication, those factors 

must be studied. 

Some researchers in simulation role-work have identified some limitations in these 

sessions, but of the articles I reviewed, none parallel my thoughts above. Limitations mentioned 

in the literature are that “time slots for SP training are too short to properly conduct and reflect 

each conversation” (S. Alvarez & Schultz, 2017, p. 3), and students rarely read the preparatory 

material, which, often contains discussion and information about contextual factors (S. Alvarez 

& Schultz, 2017). In a systematic literature review of studies that looked at the impact of 

simulation-based education learners’ communication skills, researchers concluded that while 

learners often report the sessions improved their technical skills, knowledge and confidence, 

there are few research studies that prove this learning is translated to long-term results in 

health-related practice (Kaplonyi et al., 2017). In fact, Brame et al. (2012) was the only study in 

the systematic review that tracked the impact of students’ learning over six months, and Brame 

et al. found that any initial improvement in communications skills amongst students quickly 

dissipated.   
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In Gavin Bolton’s (2010) view, role-play for skill training has “little to do with dramatic 

art” because it is “denotative”, rather than “connotative” (p. 48). Even though it is fictional, 

role-play for skill training is denotative in Bolton’s perspective because it aims to replicate real 

life. Role-play simulation demonstrates the literal roles that participants will take on in their 

careers. As both an SP trainer and an applied theatre/drama education practitioner, I agree 

with Bolton. There is no underlying meaning in the SP role-work – it is only focused on 

developing the student participants’ skills: Are they asking the right questions? Did they 

remember to shake the client or patient’s hand? Did they use hand sanitizer? Do they use open-

ended questions? In these simulations, there is no protection from fiction. The students aren’t 

really playing a role – they’re playing themselves.   

In simulation role-work, there is no attempt to use the dramatic art form. At the end of 

Heathcote and Bolton’s (1995) book Drama for Learning, Heathcote articulates the many 

aspects of the dramatic art form that can be integrated into drama education to enhance 

meaning making: sound/silence, movement/stillness, and light/darkness (p. 195). In addition to 

those integral aspects, Bolton (2010) adds protection into emotion using a carefully selected 

fiction and role, tension11, ritual, and temporary chaos through the breaking of constraints or 

ritual (p. 51). Bolton (2010) acknowledges simulations are a “dramatized discussion, which may 

still have educational value, but it is not dramatic art” (ital. in original, p. 49). In his view, “it is 

the affective component that puts the participant in touch with the significance of things” (p. 

55). Rather than practising skills, in Bolton’s (2010) view, drama education should aim for 

“understanding through the art form” (p. 49).  
 

11 Of which there are several different kinds: that something must happen, the manipulation of 
time and space, and the imposition of time and space. 
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In New Perspectives on Classroom Drama, Bolton (2010) wrote about the distinction 

between “knowing” and “understanding” and he suggested that ‘knowledge’ refers to facts and 

skills, while ‘understanding’ indicates the “values, principles, implications and responsibility – 

what skills and facts amount to” (p. 52). The delineation between ‘knowledge’ and 

‘understanding’ perfectly articulates the distinction in educational potential between 

simulation role-work and drama education, and I will continue to use these terms, as Bolton 

defined them, throughout this thesis. 

Role work in legal education  
 

In this section, I will summarize the role-work in legal pedagogy. My review is by no 

means exhaustive, but I believe it is thorough enough to offer a sense of the type of role-work 

typically used, and demonstrate how rarely drama education (which integrates fiction, aspects 

of the dramatic art form, and aims to generate ‘understanding’) is integrated into the legal 

education context.  

In legal education, there is an ongoing dialogue amongst academics that relates to 

Bolton’s descriptions of ‘knowledge’ and ‘understanding’. In a seminal, inaugural speech on 

legal pedagogy called Pericles and the Plumber, William Twining (1967) reviewed two different 

lawyer roles that have shaped curriculum and pedagogical approach in legal education. The first 

role is plumber. The plumber is “essentially someone who is a master of certain specialised 

knowledge, ‘the law’, and certain technical skills” (p. 10). Twining’s plumber analogy would be 

comparable to the same type of ‘knowledge’ that Bolton referred to. The second role Twining 

reviews is Pericles from Ancient Greece, defining this role as: “the law giver, enlightened policy 

giver, wise judge. The policy maker and enlightened liberally educated man or woman” (p. 10). 
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In order to truly teach law students in a way that honours the complexity of practicing law, 

Twining encouraged law schools to tease out the connection between law and society, and law 

and individual human beings and teach in a way that develops the plumber and Pericles at the 

same time.  

Several decades after Twining’s inaugural speech, Hyams (1995) referenced Twining to 

pointedly argue for increased attention in legal pedagogy to foster ‘understanding’:  

 

We need to rethink our teaching approach. Law is not a science. It is a study of 

human interaction and of how humans have attempted, and continue to attempt, 

to create and maintain a society. Law must be placed in its social milieu to make 

sense and teach law in a vacuum is inimical to its very nature (p. 78).  

 

The crux of both Twining and Hyam’s arguments is that legal theory must be embedded 

within its social context to attain deep understanding of the practice and function of law 

in society.  

Currently, the law itself is generally considered to be adequately taught through 

case law (VanBuskirk & Filliter, 2020); however bridging the gap between legal theory and 

practice in legal education still remains a challenge. A study by the Canadian Bar 

Association (2014) suggests that the integration of theory-based teaching into practice 

should be improved significantly in Canadian law schools, and the report suggests looking 

to the medical profession for “inspiration” (p. 34).  
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To bridge the gap between theory and practice, some legal education has used 

simulation role-play. This role-work focuses on skill-based training such as cross-examination, 

interview, and communication skills. In some cases, law programs hire ‘standardized clients’ 

(SCs) who simulate real-life client interactions; however the use of SCs is not as widespread in 

law schools as SP Programs are in medical schools (2014). More frequently, ‘role-play 

simulations’ refer to students who play out scenarios that contain pre-defined conflicts where 

students take on the role of a lawyer or a client (Druckman & Ebner, 2013; Howieson & Rogers, 

2018; Hyams, 1995; Waters, 2016). I did find one example which used ‘simulations reader’s 

theatre’, which is a slightly different format, but had the same intention to replicate reality as 

those that use role-play (VanBuskirk & Filliter, 2020).  

There are several perceived benefits of simulation role-work, typically determined by 

participants’ responses to the work. After surveying participants, VanBuskirk and Filliter (2020) 

report the benefits were: increased student engagement and dialogue, development of 

practical communication skills, introduction to ethical principles, enhancing ethical sensitivity, 

and preparation to deal with ethical conflicts in practice. Some students felt their experience 

helped them to feel a greater appreciation of other stakeholders, others appreciated the 

discussion the process initiated about person-centred care, and many valued the opportunity 

they were given for reflection. Howieson and Rogers (2018) used role-work in legal education 

to teach practical skills and legal reasoning. They also gauged impact based on student 

response, and reported “greater knowledge, understanding, confidence and skill with 

conducting themselves in a professional practice context” (p. 190). Waters (2016) suggests that 

the affective nature of role-play is an advantage, and that “deep learning”, defined by Waters 
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as “mastery of the material and integration of it into the learner’s existing knowledge base” can 

be achieved through role-play simulation (p. 182).  

Some authors also reflect on limitations of simulation role-work. VanBuskirk and Filliter 

(2020), suggest reader’s theatre doesn’t “offer the same emotional dimensions as traditional 

theatre does” (pg. 137) because it doesn’t utilize the maximum “creative potential” with 

staging, costumes, etc.. Waters (2016) pares it down to three limitations: not enough “buy-in”; 

some students had trouble “following the script”; and it wasn’t “close enough to reality” (pp. 

188-9).  

The field of drama education, and in particular, many practices developed by Dorothy 

Heathcote, have already addressed the limitations above. In response to VanBuskirk and 

Filliter’s comment that reader’s theatre didn’t utilize the aesthetic, Heathcote wrote extensively 

about the importance of signifiers in drama (see Bolton & Heathcote, 1999; Heathcote, 1984). 

Working from Heathcote’s lead, Structuring Drama Work (Neelands & Goode, 2015) defined 

and explained dozens of available drama conventions, and Lessons for the Living (Clark et al., 

1997) demonstrated how to use conventions in six different drama workshops.  

Regarding the project Waters reflected on, where some students suggested the role-

work wasn’t as valuable as it could have been because there wasn’t enough ‘buy-in’, Heathcote 

slowly built up a fiction with students until she had an agreement to suspend disbelief from all, 

demonstrated nicely in the Three Looms Waiting documentary (Smedley, 1971) and often 

mentioned as “The Big Lie” (Heathcote, 1984a; Wagner, 1999). I wonder what specifically in the 

role-work described in Waters’ case study discouraged students from participating? A skilled 

drama facilitator would, in that moment, work to understand students’ difficulty with the 
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fiction or the form and adjust it before moving on to the next part of the drama work. Three 

Looms Waiting shows how Heathcote continues fostering belief amongst the participants. 

Last, and perhaps most important, I want to consider the comment from a participant in 

Waters’ (2016) study which the author categorized as a limitation: that the role-work wasn’t 

“close enough to reality” (pp.188-9). Aiming to replicate reality through role-work is, at its core, 

flawed. If role-work is trying replicate reality, it will always fall short because drama is obviously 

not reality, and students are obviously working through role. When we acknowledge that 

drama cannot reproduce real situations, we can begin to really truly understand what drama 

can do best – that it can “achieve understanding through [emphasis added] the art form” 

(Bolton, 2010, p. 49). Teachers and students can work together, making drama to explore what 

is beneath the ‘real’. Through drama, teachers and students begin to understand the historical 

background to the reality, the socio-politico-economic influences of the current reality and 

consider different perspectives. In their chapter, Death of the Role-Play, law professors 

Alexandar and LeBaron (2009) suggest teachers look for alternative experiential learning 

techniques to cultivate authenticity and invert existing power dynamics in the classroom. They 

list adventure learning (i.e. hiking, and other outdoor activities), music, dance, mime, body 

sculpting, drawing, and many other forms, but nothing that considers the calculated use of role 

in the classroom. I challenge teachers to consider also drawing on the extensive and well-

established field of drama education to cultivate deeper understanding.  

The predominant use of role-work in legal education has arguably been used to help 

develop technical skills, and in rare cases, branches into the ‘Pericles’ domain. The 
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‘understanding’ generated during clinical skills education that Hyams describes, is a perfect 

description of what drama in (legal) education could offer:  

 

students’ gain a sense of what ‘justice’ is and could be. […] Students begin to 

comprehend the peaks and troughs of justice. […] They also begin to develop an 

understanding of how the legal ‘system’ actually operates in society. They confront 

issues of race, class and gender and form an understanding of how individuals are 

affected by legal institutions, depending on their position in society. In this way, 

clinical education serves a purpose for the individual student's development which 

far exceeds its functional rationale as a tool for teaching legal skills. When we 

expose students to a clinical setting, they suddenly realise that Donoghue -v- 

Stevenson was once a file at a solicitor's office somewhere in Great Britain. They 

begin to picture Mrs. Donoghue in that office, complaining of how ill and shocked 

she was when the offending snail drifted out onto her ice-cream from that opaque 

ginger beer bottle. That famous case can be seen in perspective, as the students 

picture her solicitor listening to her story and attempting to provide a solution to 

her dilemma (p. 71).  

 

I am not suggesting that drama education should replace practical clinical skills settings, but I do 

believe it offers a unique opportunity for both students and teachers to think collectively 

through complex concepts in a risk-free environment. The moment that Mrs. Donoghue is in 

the law office even sounds like a description of a drama education workshop. In Hyams’ 
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description above, learning objectives are broadened to include consideration of the 

institutionalization of justice, the ultimate function of a state-run justice system, the socio-

politico-economic influences on the justice system, and people’s access to justice. However, 

role-work in legal pedagogy rarely demonstrates complex concepts, such as the purpose and 

function of law and lawyers in society. Instead, it typically aims to replicate real-life scenarios to 

practice skills and learn legal principles.  

I found a few instances in law school education that do use a broader array of dramatic 

conventions. These are Scully-Hill et al. (2010), who writes about the production of a play in 

which the law students are the actors; Calder (2016), who writes about the use of forum and 

image theatre; and Davis and Webb (2012), who write about their use of process drama. 

However, as I will argue, the use of a broader array of drama conventions doesn’t necessarily 

ensure learning will evolve from knowledge to understanding. The approach to facilitation, the 

treatment of the issue within the drama, and incorporation and manipulation of the dramatic 

form all play a significant role.  

Acknowledging the educational limits of simulation role-play, Anne Scully-Hill, Paul Lam, 

and Helen Yu (2010) aimed to broaden the use of drama in legal education by producing two 

plays about legal issues (written by Scully-Hill) with law students to develop their “substantive 

law and law-related skills” (p. 148). Students reflected on their involvement in the plays in 

focus-group discussions after each production. Those who had main roles in the plays shared 

that they’d learned a lot about legal concepts, while students with smaller roles “felt less 

involved, citing the long waits in rehearsals” (p. 152). When asked how students’ learning 

through drama might be enhanced, the cast made the following suggestions:  
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• increase the level of student engagement in the productions by encouraging them to 

write scripts and with multiple performances of each play;  

• frame the presentation of the play with a discussion session beforehand to set the 

context, and afterward to draw out the themes and issues addressed in the play;  

• create a narrator/student dialogue within the play, as was done as part of the 2006 

production, to enhance understanding by highlighting certain aspects or questions 

arising from the drama; and  

• save the scripts as reference for the students who would like to revisit the experience 

(p. 154).  

 

Overall, it appears that students were asking to be more involved, and to have more time 

throughout to reflect on the meanings made in the drama, both as a cast and with the 

audience. Making drama with participants, both in a drama workshop (the drama work is for 

the participants themselves), or for a performance (the drama work is shown to an audience), 

holds potential for learning – however, it must be structured in a way that supports this. Part III 

in Neelands and Goode (2015) details how to go about studying a performance text with 

participants in a way that supports active inquiry. Two fundamental principles of their approach 

are student meaning making through drama, and reflection. 

Gillian Calder (2016) writes about an ongoing project using Boal’s (1992) image theatre and 

forum theatre as part of first year student orientation at the UVic Faculty of Law. This role-work 

was used to initiate student dialogue about the following issues:  
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• The way in which the pressure to find work as a lawyer is imposed upon law students 

from the first semester of the first year; 

• The way in which electronic media creates a barrier between the student and the 

professor, and between students and each other;  

• The strongly articulated critique that the views of privileged students are not valued in 

the law school classroom; and finally, 

• Difficulties experienced by students of colour, women, queer students, students with 

disabilities and Indigenous students, despite increased numbers and attention to 

diversity in the curriculum (pp. 219-20).  

 

There are three goals to this ongoing project: the first is to flip hierarchy of knowledge in law 

school, the second is to consider “the affective dimension” of law, and the third is to strengthen 

student confidence (p.220-1). To me, it is clear that Calder’s use of theatre of the oppressed 

achieves all three goals. Calder also positions this project as a way to initiate conscientization – 

that is, to develop critical consciousness by understanding socio-politico-economic 

contradictions to better understand sources of oppression, and to initiate real action to oppose 

oppression. While I do see evidence of contradictions like competing socio-politico-economic 

interests embedded into some of the character’s stories, those are not the focus of the drama. 

Instead, each scene clearly contains one character who is the oppressed, one who is the 

oppressor, and the rest are bystanders. Unsurprisingly, the spect-actor interventions described 

all focus on what could be done in those interactions to advocate for oneself, rather than 
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considering how and why oppressive values are generated and manifest amongst both 

oppressors and the oppressed – in this case, students, professors, and lawyers.  

Because it is obvious which are the ‘right’ or ‘wrong’ sides to support in each scene, I 

expect this approach leads students to readily chose the ‘right’ side to take, irrespective of 

whether the students’ values align with that side. Structuring the scenes in a way in which there 

is an obvious oppressor and oppressed is reminiscent of the ready-made interpretations 

presented in issue-based theatre in education projects (discussed in chapter 1) and I am 

doubtful that students would have re-considered their own actions and values. I am convinced 

that students would have learned which views are supported in legal culture but should remain 

concealed or obscured. The danger here is that the drama may help students understand 

exactly how to operate as an oppressor in a socially acceptable and/or politically correct way. 

Developing critical consciousness, understanding sources of oppression, and opposition to 

oppression doesn’t occur just because theatre of the oppressed contains potential for it. 

Theatre for conscientization is highly reliant on how the content within the drama is treated, 

and how the event is facilitated.    

Furthermore, there are two issues in Calder’s project that are clearly in contradiction to 

one another, and the dramatic possibilities to demonstrate and explore this contradiction is, 

frankly, to me, exciting. On one hand, privileged students (who I am assuming present as 

Caucasian and heterosexual males) feel silenced and undervalued, and yet students of colour, 

women, queer students, students with disabilities and Indigenous students continue to 

experience discrimination – despite institutional efforts to support diversity. Obviously, there is 

a much deeper problem that exists that informs the culture in law and in society generally. 
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Rather than focusing the complex web that generates prejudice and the manifestation of 

prejudice in the law school, the forum theatre event focuses on how individuals can object to 

discrimination in the moment. The culture perpetuated by law (and ideology) suggests that in 

order to be successful, individualism and personal gain are of utmost importance. Economic 

gain in a capitalist society is reliant upon the discrimination of certain groups of people. Until 

we start to pick apart the reasons behind (i.e. the root causes) discrimination, and to truly 

understand the purpose of prejudice, the culture perpetuated in law will remain unchanged.  

Peggy Cooper Davis and James Webb (2012) used ‘process drama workshops’ to 

consider antidiscrimination laws. Legal concepts are explored, but the scenario also aims to 

initiate a deeper exploration of these questions: “What is discrimination? How can 

discrimination be detected and regulated? How is it experienced? What states of mind are 

necessary to make a selective process unlawfully discriminatory? How should the law deal with 

mixed motives?” (Davis & Webb, 2012, pp. 1158–9). Rather than aiming to teach lawyering 

skills, the drama aimed to initiate a deeper understanding of “both the lawyer’s art and the law 

itself” (2012, p. 1161). As a whole, the drama work aims to provide an experience for students 

where they can understand law in relation to social reality. In other words, law “as tools for 

managing relationships” (Davis & Webb, 2012, p. 1161). A definite strength of the process 

drama is that the fiction demonstrates the central and sub-questions. There are no obvious 

right answers or easy sides to take. This process drama is complex, and the fiction illustrates 

how morality, ethics, prejudice, and discrimination intersect with the law.  

While the content is extremely well developed, I would argue that the dramatic art form 

itself could have been more fully utilized. This article contains a planning template and 
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encourages other law professors to use process drama. The main points on the planning 

template are below, and there is no mention of using the art form to deepen meaning:  

 

• Two or more protagonists 

• A background quest for each protagonist 

• Complicating circumstances 

• A central legal issue 

• Related relational & social issues 

• A (transcribed) moment exemplifying the protagonists’ conflicts of interest 

• Lawyering collaborations 

• Lawyering encounters to achieve interim or final resolution (Davis & Webb, 2012, pp. 

1151–1152).  

Davis and Webb report, “[…] as experts in educational theater agree, using process drama to 

facilitate and elevate classroom learning has more to do with proper lesson planning than with 

students’ or teachers’ artistry” (2012, p. 1150). While I agree that students and teachers do not 

need to be well-versed in performance arts for drama education to be effective, I believe it is 

imperative, as Bolton (2010), Heathcote (Heathcote & Bolton, 1995; Wagner, 1999), Neelands 

and Goode (2015), and many other drama education scholars argue, that the use of the 

dramatic art form in planning and facilitation is essential to making meaning and bringing depth 

to the learning.  

This review of role-work in legal pedagogy should help contextualize the case study I am 

about to describe. The case study I present below aimed to cultivate ‘understanding’ of trust 
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between a lawyer and a client with a mental health issue, as a means to expose and examine 

ideology – in this case how ideas of ‘professionalism’ may get in the way of true advocacy. The 

case study below enhances the integration of drama education that Davis and Webb (2012) 

have already initiated by including a calculated use of the art form to support the learning.  

The Case 
 

A law professor at UVic suggested their students might benefit from role-work that 

would teach skills for communication with clients who have mental health issues. As a SP 

trainer at the medical school, I have written and directed many similar role-play simulations to 

teach and assess medical students’ communication skills for patients who have mental health 

issues. While simulation training can be helpful to assess interview skills, as I have detailed, I 

believe there are some significant limitations to the learning potential in this approach. I feared 

that focusing merely on teaching communication skills would likely result in superficial 

outcomes and reformist change at best.  

So, to design this workshop, I reframed the learning. I considered the objective aspects – 

the history, the class interests, and the political and economic influences that may underlie 

students’ difficulty in communicating with clients who have mental health issues. I structured 

the workshop to encourage consideration of the institutional and adversarial nature of the 

justice system, and examination of perceptions of professionalism in the law profession which 

may be counter-productive to establishing trust and effectively advocating for a client’s best 

interests, when viewed holistically. This workshop offered safe opportunities for students to 

privately question their own assumptions, be aware of their actions, and consider how they, as 

Law Centre students and (future) lawyers, may be perceived.  
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In its development stages, I reviewed a draft of the workshop with former outpatients I 

worked with from the psychiatric hospital, and a physician. When I had a rough outline, I 

consulted with drama education specialist and mentor, Barb Hill, and together we fine-tuned 

the workshop.  

The workshop 
 

I have facilitated this workshop (with slight adjustments) several times over a span of 

five years to many different student cohorts – about three times per year. There are fourteen 

students in every student cohort group.  

As a sessional instructor in the theatre department for several years, I had grown 

accustomed to the culture of that post-secondary theatre program. When I arrived at the law 

school to teach the very first workshop, I was a bit surprised – it was very different from inside 

the theatre department! Many of the students were dressed as if they were already lawyers – 

some were wearing dress pants and a collared shirt, others wore suits. Even the professor wore 

a suit. The law building itself was similar to the many law offices and court houses I had been to 

when I worked as a courier for a law office as a teenager. It was immediately clear to me, that 

the “law culture” and ideas of “professionalism” were very different to the culture of 

professionalism in the theatre community I was embedded in. If anything, this business attire 

conveys status.  

1. I prepare the space. The first thing I do when I arrive, before I’ve formally introduced 

myself, is move the tables and chairs. Sometimes we work in a moot court room, and 

other times in a large board room. We are physically (and perhaps metaphorically too) 

opening up space.  
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2. Once all students have arrived, I introduce myself, explain how the workshop was made 

in collaboration with people who have mental health issues and a physician, and I 

explain that in this workshop, there are many options for participation, including 

observation. I acknowledge that “drama” and “acting” can be scary, and I let students 

know that we will be doing work that is tailored for them. I tell them that at no point will 

I ask any student to do anything too intimidating, like perform a Shakespearian 

monologue while standing at a podium. I suggest that this space will be a space for 

exploration. A place to learn about yourself, and from one another – there is no 

judgement here.  

3. I set up a chair, with the back facing the students and hang a blazer on it. I explain that 

this is the blazer of a law student who is working at the Law Centre. On the board, we 

make a list of the communication skills that this fictional student will need. I accept 

everything they offer, exactly as it is offered. Common answers are: no jargon, good 

listener, knowledgeable, appropriate body language, patience, empathetic, etc. When 

the class is satisfied with their list, I explain that this workshop will making meaning of 

the words we’ve listed on the board. The inclusion of the blazer subtly starts to signal 

that we are working with the aesthetic and using fiction.  

4. I show a photo of Jack, and I introduce the role on the wall convention. I draw Jack’s 

silhouette on the board and ask the students to list the facts we know. I write down all 

of the students’ contributions on the outside of the silhouette. I accept everything, as 

long as it is a fact. Typical answers are: 50-60 years old, presents as male, clean shaven, 

presents as Caucasian.          
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5. I distribute copies of Appendix B: Jack, to each student, and read it to the class. Next, I 

explain that we are going to fill in the inside of the silhouette, with words that describe 

how Jack might be feeling inside. I accept everything here again, but this time ask them 

to elaborate a little on their words (i.e. what makes you think he is courageous?).  

Students put a lot of thought into this list, and we start to see complexity. Some 

common contributions are: paranoid, lonely, independent, suspicious, creative, and 

caring. 

6. I distribute copies of Appendix C – Jack’s Current Situation and I read it to the class. In 

pairs, students discuss some of the areas of the law related to the case. What would 

they want to know more about? Where would they look? What questions might they 

ask? Once they are finished brainstorming, each pair shares their ideas with the group. 

Students are preparing for the role some of them will take on. This preparation helps 

maintain the integrity of the role-work in the next section, because they already have 

considered the legal questions and skill needed to navigate the situation.  

7. In pairs, the students play out the first meeting between the Law Centre student and 

Anna.  Before we begin, I ask the students to choose which role to play. We discuss what 

is at stake for Anna. I tell the Annas that if they feel the need to, they can raise their 

concern with the students. I ask the students to try to stay in role the whole time. I 

suggest the law student begins the conversation. I count from 5 to 1, and they begin. 

8. When they are finished their interviews, I ask the students to reflect on the role work 

they’ve just done, and decide, as a pair, which moment in the interview Anna felt most 

uneasy, and recall the physical position that Anna was in at this time. I adapted this 
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slightly from my original plan, where I asked the students to sculpt the Annas into the 

posture. To use this convention, I think we would need more time to practice the 

convention as a group before trying it in pairs – sculpting one another can feel a bit 

strange without enough time to learn the convention first.  

9. Once the Annas have decided on the position that shows Anna’s moment of unease in 

the interview, all of the Annas line up and freeze in their rehearsed postures. Those who 

are observing find similarities and differences between the Annas and speak Annas 

thoughts in that moment. This is very meaningful. At this point in the workshop, our 

focus and attention shift from the skills a law student needs to the client’s. It is a way of 

considering the concerns of the client, without critiquing the law students’ interview 

skills. The use of stillness and silence brings focus to the difficulty that Anna and her 

brother Jack face on a daily basis. I ask the Annas to unfreeze. I ask the Annas to explain 

why they took this position in the interview. We discuss Anna’s sense of responsibility, 

guilt, shame, financial burdens, and time constraints. The focus of our discussion is not 

on the law students and the “skills” they used. Instead, we are exploring, as a group, 

how innocent legal questions can trigger difficult emotions. Next, we discuss what went 

well in the interviews. To maintain focus on the client, we discuss those successes in 

direct relation to how the actions made Anna feel, not on what the law student thought 

they did well. Through this form of analysis, the power remains on the client, Anna.  

10. Next, all the students take on the role of Anna, and I use Teacher in Role, and play the 

role of Jack. We play out the conversation that happens between Anna and Jack once 

Anna returned from the Law Centre. First, we set up the room. Students sit in a semi-
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circle around Jack’s chair. Before we begin, I acknowledge a shortcoming which past 

students had written about in their post-workshop feedback: there are fourteen 

students all taking on the same role. It is possible that not all students will have a chance 

to try communicating with Jack. However, everyone will have the chance to watch the 

interview and reflect on it afterwards. In several of these sessions I received applause at 

the end this activity, so before I begin, I also mention that the role work we are about to 

do is not a performance – that we are doing this role-work to better understand Jack 

and Anna’s context. For that reason, I ask that students please do not applaud when we 

are finished. In order to prepare myself to play this role, I asked my collaborators from 

the psychiatric hospital, who both have schizophrenia, to give me some direction so that 

my role could be accurate (and to avoid stereotyping). These are some tips they shared 

with me: 

• Sometimes when you hear voices, the only way to make them stop is by talking out 

loud. 

• You are very sensitive to words and the way they’re said. 

• You are constantly talking nonsense. Sometime loudly, sometimes quietly. 

 

What might help calm Jack down:  

• “safe” is a key word. 

• if students acknowledge, “to you those voices are real…” 

• students reassure “it’s going to be okay; we’re going to get you help.”  

• students talk quietly and calmly.  
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• students show that they are listening by paraphrasing what Jack has said. For 

example, “so it sounds like you’re worried about the whereabouts of your writing.”  

• students don’t ask too many questions, and the questions they do ask are open-

ended like, “what was your reasoning?” 

 

I use the ‘levels of explanation’ to steer our conversation beyond the “action” level: 

Action: I want to find out from Anna what the Law Centre student’s advice was.  

Motive: I feel unnerved and unsettled all of the time. I want help.  

Investment: The Law Centre student will help determine my future. I am passionate 

about my writing, and I am loyal to my sister.  

Model: Albert Camus – a revolutionary who may have been assassinated in a Soviet 

plot.  

Stance: Everyone (and especially professionals), besides Anna and my cat are trying 

to take advantage of me.  

 

Using the ‘levels’ while in role helps me to draw information out of the students. As 

Jack, I don’t accept things immediately. For example, if the students tell me that 

they want to help keep me safe, I challenge them. I tell them that everyone wants to 

“help” and keep me “safe”, but it hasn’t made any difference. I might say that right 

now I feel more unsafe and scared than ever. The ‘levels’ challenge the students to 

tease out with Jack what “help”, and “safety” mean. 
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11. Once again, I set up the chair with the Law Centre students’ blazer on it in the middle of 

the classroom. I tell the students to find a place in the room that they think is 

representative of Jack’s level of trust with the law student at this moment. If students 

are close to the chair, they are trusting. If they are far away, they are not. There is 

usually a range of trust in the room, and I check-in with a few students and ask them 

why they are where they stand. Typically, the only reason they trust the law student is 

because Anna does.   

12. Finally, we sit in a circle and reflect on the workshop.  I ask a key question: what does it 

mean to establish trust with a client?  This is when we often talk about how the offices 

and courthouse, the suits, and the jargon stir feelings of inadequacy, mistrust, and 

intimidation for many clients. Students also discuss, as a group, what it means to treat 

Jack with respect.  

Analysis: Identifying which door may have been opened 
 

Simulation style role-work leads to explicit learning outcomes, which are easily assessed. 

To consider assessment of learning in drama education which aims for ‘understanding’, 

assessment has to be differently approached, because there are no simple right or wrong 

answers for students to answer correctly: “we can only indicate what something is about and 

indicate what we think someone has learnt” (Bolton, 2010, p. 52). Rather than “acquiring” right 

answers, Bolton suggests assessment must be conceived much differently: to imagine a “‘door 

may have been opened’ to an understanding of what [the topic] amounts to” (2010, p. 52). 

Further, Bolton says the development of understanding cultivated in drama education might 
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take time – it may be immediately after, it may be a day later, a week later, or a few months 

later that understanding may emerge. But, “nevertheless, one persists in trying at least to 

identify the ‘door’” (Bolton, 2010, p. 52). Based on my compilation of student responses from a 

four-year span, rather than determining the learning outcomes or impact of the drama work, 

what follows is my attempt to identify the door that may have been opened with this 

workshop.  

This workshop for law students begins with a thinly veiled fiction. It starts off like a role-

play simulation and focuses on the student, the questions they ask, and the actions they take as 

‘the professional’. Starting off with both form and content that students are expecting and that 

appears directly relevant and productive helped to draw them in. Slowly in the workshop we 

built on each activity and shifted the focus from the law student to the client and their context, 

to consider how law functions, and who it serves in society.  

After every workshop, I asked students to complete a three question, anonymous post-

workshop survey to gather their feedback and provide an additional opportunity for them to 

reflect. I have randomly selected three cohorts of surveys (42 total) from three different years 

to review and summarize. The first survey question asked students to reflect on the main 

strengths of the workshop. Many students mentioned they appreciated taking on roles other 

than that of a lawyer or law student. Here are some of those responses:   

 

• Helping us step into an experience and look at it and feel it from all sides.  
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• Putting us into the mind-sets of people like Anna & Jack to help us really think about 

everything they’re going through and how to respond in the most sensitive way 

possible.  

• Understanding the very difficult position families of people with mental illness are in 

and the very real concerns/issues they face.  

• Playing both parts allowed us to see the often opposing interests of the two despite the 

same goal and also highlighted the difficulties the lawyer might not see initially.  

 

Several others wrote that time to reflect, the experiential nature of the workshop, and how 

each component built on the last were also strengths of the workshop.  

As I demonstrated earlier, role-work in legal pedagogy usually aims to replicate real-life. 

From the very first instance, when I hang a blazer on the back of a chair to represent a law 

school student, it is clear that we are not aiming to replicate real-life in real time. This workshop 

manipulates time. We slow it down, jump around, and focus just in certain areas. By using the 

art form throughout the workshop, such as the blazer as a signifier, and conventions to feature 

aspects of the art form, like silence, stillness/movement, as a group we create affective 

moments, and arguably initiate deeper understanding.  

Evidence of ‘understanding’, is apparent by comparing the list of communication skills 

we make at the beginning of the workshop, with the students’ answers in questions two and 

three on the post-workshop surveys12. The list of communication skills the class compiles 

 
12 I recognize that list-making and short answer questions are two very different tasks. 
However, what is evident in this comparison, is how this workshop teases out in more detail 
what is on the list, and what is behind the list. 
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usually consists of points like these: good listening skills, knowledgeable, appropriate, use of 

plain language, empathy, patience, legal knowledge. Students answers in the post-workshop 

survey contained significantly more complexity. The survey questions were:  

 

• What do you understand about the relationship between a client and a lawyer?; 

and, 

• After taking this workshop, what does professionalism mean to you?  

 

The answers below relate to what Bolton (2010) suggested is ‘understanding’: “values, 

principles, implications, responsibility, and what [legal] facts and [communication] skills amount 

to” (p.52):  

• In three instances, students wrote that it was important to be aware of how oneself, a 

firm/the Law Centre, and the justice system are seen by clients (due to past experiences, 

friends or family members’ experiences and historical context). This demonstrates 

consideration of the justice system and students’ own roles critically, and some 

recognition on how the justice system does not serve all who need it. 

• In four instances, students wrote about how “authenticity” is essential. Elaborating, one 

student says this means “being open – not polite and ethical”. 

• In twenty-one instances, students wrote about how specific and unique every single 

client’s needs and context are – how integral recognition of this is in order to 

adequately serve a client’s interests. 
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• In twenty-one instances, students wrote about the importance of making space for the 

client to tell their own story. Of these 21 students, several wrote about the importance 

of honouring and respecting the client, and several wrote about how the client is the 

expert of their own experience. Many students also mentioned the importance of 

listening, of being empathetic, intuitive, and meeting the client where they are. 

• In six instances, students acknowledged the possible difference in status or class 

between a law student or lawyer and the client, and several acknowledged a possible 

power imbalance. One of those students wrote that in the case when a lawyer is of part 

of a higher class, “a lawyer is not superior”. This is the essence of understanding that I 

aimed to encourage – how legal culture can conflict with the ideal purpose of the justice 

system. 

• In seven instances, students commented on how the drama workshop specifically 

deepened their understanding of law in society: “don’t just look at legal issues in a 

vacuum and input a stock situation on them”. Several of these students wrote that they 

realized practicing law is more than just giving legal advice. These students were seeing 

the justice system and their own roles critically and recognizing how the justice system 

does not serve all who need it. 

• In four instances, students wrote about how important it is to know your limits as a 

lawyer. Lawyers can’t fix every problem. These remarks show a more complex 

understanding of the responsibility of a professional – far beyond wearing a suit and 

carrying a briefcase.  
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• In seven instances, students used the words: “complicated” or “complex” when asked 

about the relationship between a client and a lawyer. To me, this is evidence that we 

had touched on some of the implications of practicing law.  

This workshop is a mere two-hour block in the students’ day. I don’t expect to have a 

lasting impact on any future lawyer’s practice. It is a one-off workshop, and in relation to the 

total cohort of third year law students, very few even participate in it. Further, the scenario I 

wrote was adequate for a two-hour workshop, but in the legal world, this would be a fairly 

simple case. It would be advantageous to use cases that are more complex. To develop a series 

of workshops, I would need to work closely with a person well-versed in law practice, as evident 

in the project by Davis and Webb (2012). Those limitations aside - the fact that in those two 

hours, we consider deeply (both cognitively and affectively) a client of lower status’s 

perspective and explore how historical, social, and economic contexts impact access to justice, 

and how two different ideas of professionalism clash (between serving marginalized and 

vulnerable people and maintaining the status quo by upholding status, power) is extremely 

valuable. The potential for drama education to contribute to law students’ education, as a way 

to support critical exploration of the concepts, the systems, and the skills they are learning 

about is, I think, a significant unused opportunity.   

Knowing that role-work simulation was expected, I carefully led students into deeper 

understanding through broadened role-work and shifted focus from the student to the client. 

The professor who I collaborated with for this case study was not aware of the educational 

possibilities that drama in education could offer yet was extremely pleased with the outcome of 

the workshop. I had to challenge myself to structure the workshop to take the learning deeper 
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to a level of understanding – beyond the expectations of the professor who originally invited 

me in.  
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Chapter 5: Applied theatre with public administration students 
 

The perspective that empathy is a human universal, and a quality that can be nurtured 

and developed is held by both drama scholars (Holland, 2009; Neelands, 2010a; Wells et al., 

2021), and public administration scholars (Edlins & Dolamore, 2018). There are many ways to 

use drama to teach empathy, and in my perspective, some do not align with the way we 

understand the nature of empathy as a human universal. Below are representatives from three 

main approaches to teaching empathy through role-work.  

Teaching Empathy with Drama  
 

The first approach is through drama in education. In both Wells (2021) and Holland 

(2009), students actively participate in the drama by taking on different roles, representing 

abstract concepts, and finding ways to create and emphasize meaning using the drama 

aesthetic. Holland (2009) argues for carefully sequenced drama conventions, which allow 

participants to “move between spectator and actor, and between intellectual detachment and 

emotional engagement, building recall, trust, identification, reflection, connection, 

commitment, empathy and […] transformational social action” (534). In this series of drama in 

education workshops, the students furthered their understanding of the logistics and realities 

of an experience, as well as how it might feel. Similarly, Wells et al (2021) demonstrate how 

participants developed a holistic version of empathy – both the cognitive and affective 

processes. Rather than structuring the workshop as if empathy were a skill that should be 

learned, where students practice phrases or behaviours to emulate, at its best, the pedagogical 

approach in drama in education offers a space for participants to explore multiple sides of a 
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complex scenario through drama. Participants consider individual perspectives, as well as the 

socio-politico-economic factors and influences. Using carefully sequenced drama conventions, 

participants are afforded the opportunity to engage emotionally, and the time to step back, and 

debate and consider the situation from a more objective stance. In my perspective, this drama 

work aligns best with the nature of empathy as a universal, because it offers the participants 

the opportunity to unearth what is already inside them, and to develop their empathy further 

with collective, critical consideration.  

A second approach to using drama to teach empathy is in a more traditional sense of 

drama – by leading participants through the process of character research, as an actor does 

when preparing for a role (Jeffrey & Jeffrey, 2016; Reeves et al., 2021); or with an educational 

discussion at the end of a play for audience members (Deloney & Graham, 2003). This approach 

offers significantly less opportunity for participant engagement than a drama in education 

workshop. Character research, and watching a play do invite perspective-taking, and plays 

(usually!) use the aesthetic, but the participants have little to no chance of creating meaning 

themselves, let alone a creative analysis of that meaning. Instead, participants are only offered 

opportunity to interpret existing meanings. And further, character research doesn’t challenge 

the participants to consider how the characters are influenced by socio-politico-economic 

contexts. Instead, the focus is typically on the individual’s ideas and feelings (comparable to an 

idealist approach). While it may appear that participants put themselves in the character’s 

shoes, this approach is dismissive of the real systemic barriers that create logistical challenges. I 

think an imperative component of cognitive empathic capacity is a fulsome understanding of 

socio-politico-economic contexts and influences.  
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A third approach to using role-work to teach empathy is with games and simulation. 

Two examples are Hoffman (1985) and Menks (1983). Both examples are cited by public 

administration scholars, Edlins and Dolamore (2018), as examples of effective methods to teach 

empathy through role-work.  

Hoffman (1985) uses a board game to facilitate the role work. There is no careful set up 

for the role-work, beyond rolling dice to determine which role each player will take. On each 

team’s turn, they chose a card with a “fact denoting some aspect of a geriatric patient care on 

it” (p. 569). The team then debates it, in role as a physician, a staff member, a family member, 

and an elder. After they debate, out of role, they decide whether the fact is true or false. If they 

are correct, they proceed to the next square on the board. Menks (1983) uses role similarly, 

with a board game and dice, roles for each player to take on, and cards that support or 

complicate the player’s life.  

Both are examples of one-dimensional use of role. There is no attempt to ensure 

adequate suspension of disbelief (which provides vital ‘buy in’), or deepen meaning with the 

use of signifiers, or aesthetics. Both examples aim to achieve realism - which is a problematic 

ambition without any rehearsal or character development. In fact, this role-work is so 

haphazardly facilitated with the roll of a dice and a board game that I think it could easily be 

counterproductive to develop empathy, giving students ample opportunity to concretize and 

confirm their existing prejudices through role.   

Even though Edlins and Dolamore (2018) argue that empathy is a universal quality, and 

that can be fostered and developed, the fact that they only cite Hoffman’s (1985) and Menk’s 
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(1983) projects as effective ways to teach empathy using role-work indicates a strong 

disconnect between theory and drama pedagogy in role-work to teach empathy to public 

administrative students.  

The professor who I partnered circulated the Edlins and Dolamore article to students to 

support the pedagogical approach I was going to take in the classroom. Similar to Edlins and 

Dolamore (2018), the professor was also unaware of the range of approaches to using drama to 

teach empathy (and especially the drama in education approach). This case study described in 

this chapter demonstrates how drama in education that aims for felt understanding can be 

compromised when situated in a space where instrumental role-work is valued and anticipated.  

Summary 
 

The graduate course was Engagement and Collaboration in Public Administration, and 

was co-taught by a professor (who was also a local politician) and a teaching assistant (TA). The 

professor received funding to re-design the course to cultivate an engaged and collaborative 

classroom by using arts-based pedagogy.  According to the syllabus, the arts-based pedagogy 

would “develop collaborative skills, competencies and capacities”, which were: creativity, 

flexibility, empathy, reflexivity, intuition, conflict engagement/transformation, innovation, and 

cultural agility. As I saw it, both the professor/politician was a gatekeeper, and the students 

were future gatekeepers since they are likely to become policy makers and policy analysts. I 

taught four different drama workshops in the course. I hoped the drama workshops would 

initiate some deliberation on the impact of ideology, by illustrating the damage public policy 

can cause at an individual level, and the workplace culture that rationalizes it.  
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Data collection 
 

Similar to the case study in chapter four involving law students, it wasn’t my initial plan 

to use this project as research. As a result, the data that I used is mostly secondary data, which 

includes my own notes from facilitating, and my workshop plans. For primary data, I used 

anonymous student feedback and some transcribed scenes and discussions from a video 

recording. The student feedback was collected by the professor after every class and was 

shared with me. Because there were several facilitators (the professor, the TA, and myself), 

teaching different parts of each class, I have only included comments that I am completely sure 

refer to our applied theatre work. As a result, there is a lot of feedback for some workshops, 

and for others, there is only a scant amount. 

In addition, the professor recorded the drama in education workshop, and it was made 

available for me to watch for a limited amount of time. Since I was not planning to use it for 

research at the time, I transcribed one improvised scene, and only some of the students’ 

comments from their final reflection. I have received UVic Ethics approval to include this 

project as a case study, using the data I have described.  

Planning 
 

When the beginning of the course approached, the professor asked me to teach 30 

minute segments, and to facilitate drama games and activities that would provide students 

opportunity to experience and consider the collaborative skills, competencies and capacities 

listed in the syllabus (these were creativity, flexibility, intuition, conflict 

engagement/transformation, innovation, and cultural agility). My reply is below:  
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As I have been reviewing material to select, I am reminded that drama exercises and 

conventions (full list is attached) should function as building blocks to teach 

concepts – not just as ice-breakers. I have also attached a quick write-up about this 

here: title is "Side Coaching", and under the heading “Games” on pg. 69.  

  

With this in mind, I feel that 15-30 minutes is not an adequate time to offer a 

sufficient experience for students. Each one of my workshops is minimum two 

hours – even in our university applied theatre courses which are an hour and 

twenty minutes, we often teach one workshop in two classes.  

  

I’m attaching two workshops that I have taught. You can see how we put drama 

conventions together like building blocks to teach a concept, rather than just using 

one or two. The one with law students is to teach about client/lawyer trust 

(attached, along with student responses), and The Green Children (see attached 

story and workshop) has been used to teach nursing students about empathy.  

   

Just wanted to share my reservations… 

 

I wish I had explained that the competencies and capacities listed in the course syllabus would 

likely be developed as a result of us exploring course content using drama as a learning 

medium. To address the concerns I had raised above, I was given 30 minutes for two drama 
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sessions, which we agreed would contain games and exercises, and a four-hour block for a 

longer workshop that incorporated course content.  

Skill-building workshops and feedback 
 
Collaborative skill building #1 

Themes: listening, and creativity 

Activities: Name choir, Touch and Go, Follow Palm, President and Bodyguard 13 

 

Student feedback:  

• Lauren’s activities were really great. Opened up the room and our minds/hearts.  

• Enjoyed the applied theatre discussion. 

• The PhD candidate was a great facilitator.  

• Lauren’s activities were thoughtful and effective.  

• The theatre workshop was great for practicing a hands-on approach to 

dialogue/listening.  

• The opening exercise was really fun and engaging. 

• Lots of participation and activity. At no point did I feel “tuned out”. The exercises were 

interesting and I was able to create bonds.  

• I had trouble tying Lauren’s exercises to the course content.  

• I was pleasantly surprised with the theatre activity, I thought it would be very 

uncomfortable, but it was fun and inspiring. 

 
13 All exercises except “Name Choir” are described in Augusto Boal’s Games for Actors and Non-
Actors (1992). 
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• All of the applied theatre stuff didn’t work for me today.  

• I did not find the applied theatre activities very useful. I’m not sure what I took from 

them. I would like the content of the course and the skills we are learning to be more 

explicitly linked to public administration.  

• New activities with Lauren worked for me.   

• I loved Lauren’s style and way of teaching. But we could have gone further in finding 

ways to apply these skills in formal policy settings.  

• Love the improv/circle activities. I really felt a stronger connection then.  

 

Collaborative skill building #2 

Themes: openness, assertiveness, flexibility, listening, connecting with others 

Activities: Zip Zap Bop14, Battle Axe, Rhythm Circle15 

 

Later in the same class, students also participated in a role-play exercise, facilitated by the T.A. 

Below are the comments that are about the applied theatre work we did – but many comments 

were general, like, “I enjoyed the engaging activities”, which may have been referring to the 

applied theatre work.  

 

• I really enjoyed how we tried to tie the theatre part with public administration.  

• Felt uncomfortable during theatre work.  

 
14 (Woodland, 2016, p. 128) 
15 (Boal, 1992, p. 89) 
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• Keep bringing back Lauren.  

• Was difficult to connect relevance of some theatre activities to policy work.  

Skill-building workshops analysis  
 

The games I facilitated definitely made it possible for the students and I to get acquainted 

with one another. I think the games helped some students feel connected to one another too. 

However, several students wondered how the games applied to policy work. This was my 

concern too. In my practice, I try to use games sparingly, and intentionally. The ‘side coaching’ 

notes from Clark et al. (1997) have been foundational to my applied theatre practice. Clark et 

al. (1997) acknowledge the importance of games as a component of play and learning. They 

recognise that games “generate energy; and, because they are enjoyable, they usually have the 

effect of motivating, involving and interesting the whole class” (p. 69). But Clark et al. (1997) 

also offer cautionary advice to facilitators:  

 

[Games] need to be carefully tailored to the particular class group since they can be 

self-defeating if the students feel that they are silly, alienating or serve no purpose. 

They can be threatening if the class is not accustomed to this kind of activity. It can 

also be difficult to effect the transition from playing the game into the drama itself; 

and there is always the possibility that the class will resent being moved on if they 

are really enjoying the game” (p. 69).  

 

The issues I experienced using games first are perfectly encapsulated above – and they 

definitely aren’t unique: Sarah Woodland (2016) advocates for the importance of play in 
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applied theatre, but even she describes an instance when she too had difficulty transitioning 

participants from games to drama work that encouraged analysis and questioning. I truly 

admire Dorothy Heathcote, who said to her students, rather simply, “I play serious” (Smedley, 

1971). It takes a lot of skill and forethought to structure drama work in a way that is 

consistently relevant and meaningful. Likewise, Augusto Boal (1992) used games to build group 

cohesion and skills, then slowly transitioned participants into image theatre, and finally forum 

theatre. As a teaching assistant for Michael Etherton in 2011 at the UVic Summer Institute, I 

observed Etherton used the Mirror Improvisations from Viola Spolin (1963) as a bridge to move 

from ice-breaker games to scene improvisation.  

If there were a ‘next time’, I would ask the professor if I could facilitate the drama work 

in the middle or near the end of the class rather than at the beginning, and I would review the 

lesson plan and reading materials in advance. With these two changes, I could structure the 

drama work differently. I could use drama conventions, and perhaps even a game, to highlight, 

explore, and make meaning of the course content. After the first workshop, I received the 

course syllabus, and to my dismay, there were many outcomes from the syllabus that I know 

drama could have helped to teach, especially: understanding personal worldviews, historical 

contexts, power imbalance, colonial privilege, cultural understanding, and exploring what it 

means to be a collaborative leader. There was lots of potential to “play serious”.  

Drama education workshop  
 

The drama was based on a true story in which a mother sought justice for her daughter 

who was struck and killed by a taxi. The subsequent police investigation was later reviewed by a 

third party and was found to have been haphazardly conducted. As the case went to court, the 
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mother visited provincial public administrators for support but, according to several news 

articles, she “felt like she got lost in the system”. The workshop aimed to demonstrate how the 

public administration system and employees justified its protection of the police (aka the state) 

rather than its own citizens. I first heard about this incident from the professor, because they 

had been involved in the case as a mediator, and they had told me the story to illustrate the 

need for collaborative governance (which was the focus for the course) when we met early in 

our planning phase.  

 

Key question: What does it mean for a public administrator to reach out and engage with the 

public?   

 

Introduction: Until now, the drama work we’ve been doing has been skills-based. We’ve done 

work to better understand listening, openness, assertiveness, flexibility, facilitation, 

collaboration, connectivity. Today we are going to use drama in a different way.  We are going 

to work through a story to explore and examine two broader concepts: redress and public 

engagement. I have developed this workshop in collaboration with your professor. This 

workshop will be about 3 hours.  

 

When we do drama work, we are aware of the safety of ourselves, others, and the space we 

work in. Only you know your limits. If at any time you would like to observe, feel free to do that.  

We are working with sensitive material today.  We will stop for a break – please try to stay in 

the room otherwise.  



 151 

 

1. Read story16  

This story follows the mother, Joey Magden. The story is collated information from 

newspaper articles. There are some parts that I fictionalized slightly for the purposes of this 

workshop.  

 

2. Re-tell story 

• In groups of 4-5, make six pictures that highlight the main points of the story. Include a 

caption. 

• Put pictures into a timeline and take out some of the non-essential actors so they can 

observe. What do we see? What have we discovered about this story? After students have 

showed their images, I ask: How did it get to that point?  When all the parents wanted was 

an apology? 

 

3. Get to know Joey Magden 

• Role on the wall: What might a friend, the cab driver, the citizens of Oak Bay, and a person 

reading the newspaper say about her? What might she think about herself?   

 

4.  Joey’s interactions with the public administrators.  

 
16 See Appendix D 
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• First read the office descriptions17. Determine why Joey would be sent there – what could 

your ministry/organization do? Discuss some of the risks your office might face by helping 

her?  

• Prepare a short scene. Assign roles – there should be two advisors and two decision-

makers. Advisors, whisper in the ear of the decision-makers. Decision-makers, you hear 

what they say, but you can use your own judgment too. Advisors, you’ll have to be 

convincing. Joey can only speak to the decision-makers. Joey will enter the scene after it has 

started. Decide how the scene begins.  

• Circular TiR: Activate on my approach – we’ll run the improvised scene, and when Joey 

leaves, the scene will end. TiR note: Joey is played as the underdog, but not a victim. She is 

feisty and capable of holding her own. Let’s see what happens in each encounter. We know 

she’ll be turned away. What we are interested in understanding more is what happened on 

the other side of the desk – watch how decisions were rationalized, how the public service 

agents felt in that moment.  

 

The following scene below is one of the improvised scenes from the Circular TiR, which I 

transcribed when I had access to the video recording. 

 

The mother has already been turned away by the Attorney General and the Ministry of Public 

Safety and Solicitor General offices. Now the mother arrives at the Office of the Police Complaint 

Commissioner.  

 
17 See Appendix E 
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Admin 1:  Hi. How can we help you?  

 

Mother:  I was told to go to the BC police commission – for complaints. You may already 

know…it’s been in the news; it’s quite a well-known story. We had an issue with 

the police investigation…with the death of our daughter, and we are here 

because we have already had a review, it was found that… 

 

Admin 1:  Sorry – just hold on. What is your name? What’s your complaint name?   

 

Admin 2:  Do you know the file number by chance?  

 

Mother:  Rifles through the papers in her bag, and pulls out a piece of paper. Could it be 

01865? 

 

Admin 1:  Just give us a moment.  

 

Admin 2:  We’re just going to go check. We’ll be back soon.  

 

The two administrators turn around to consult privately their advisors.  

 

Admin 1: Umm yeah, it looks like this is the file… 
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Admin 2:  Alright – so, an investigation was conducted, and here’s what they found in their 

investigation… 

 

Admin 1:  Yeah – so that was completed. And, according to this, after the oversight 

everything was in accordance with the law and the police act.  

 

Admin 2:  And the file has been deemed “closed”.  

 

Admin 1:  (To Admin 2) Yeah. It’s been closed for a while actually…I’m not sure why she’s 

here. 

 

Admin 2:  Well, we can recommend going to the Mayor because it’s kind of a really big 

issue. Our hands are kind of tied. The file is already closed… 

 

Admin 1: Hopefully the Mayor can help her out.  

 

They turn back to the Mother.  

 

Admin 1:  Hi there, so we see – yes – an investigation was carried out. We see that yes, 

there were some performance deficiencies, but as we see, there was disciplinary 

action carried out – 
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Mother: -- all they got was a warning!  

 

Admin 1:  Everything was carried out according to the police act… 

  

Admin 2:  They did their due diligence, they did the process –   

 

Admin 1:  …there was some issue with the police officers conduct during the investigation, 

and there was some disciplinary action taken… 

 

Admin 2: and once the file is closed it’s hard to for us to go back and overstep because 

that’s been deemed – official.  

 

Admin 1:  And so unfortunately, you have to understand that we’re an oversight body. 

We’re an independent office of the legislature. We’re not the actual police 

department.  

 

Mother:  Honestly, all that we want right now is access to the police files so that we can 

bring them into court and prove –  

 

Admin 1:  (cuts her off) Have you filed an FOI request?  
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Mother: ...I don’t think so…we may have…what is that?  

 

Admin 1:  ‘Freedom of information’ request. Have you done that?  

 

Mother:  I think we will be doing that, yup.  

 

Admin 1:  You should go fill that out.  

 

Admin 2:  And we recommend talking to the Mayor because the Mayor is in charge of 

resolutions that have been deemed closed. 

  

Mother:  You won’t be re-opening the file. I understand that. But what I’m looking for is 

some support. We’ve already contacted the local police. They have refused to 

give us any access to the files.  

 

Admin 1:  We understand your concerns…but as we say again our mandate is limited to 

being an independent office. I’m sorry.  

 

Mother:  We just need them for court proceedings so that we can… 

 

Admin 2:  Yeah. Unfortunately the Mayor would have the authority to help you out.   
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Mother:  In what way? How can they help me?  

 

Admin 2:  Well, they’re concerned with due process, and effective governance, and 

resolutions for civil matters.  

 

Admin 1:  As we’ve said, we apologize. It’s just not within our current mandate.  

 

Mother:  And there’s nothing that you could do to support our case as we go forward? 

 

Admin 1:  As we said, an investigation was already carried out. Police officers were already 

reprimanded.  

 

Mother:  Would it help if our lawyer contacted you?  

 

Admin 2:  The only thing that we can recommend is that you fill out our complaint form 

and then it takes approximately three months to review on a panel and then a 

decision will be made. That would be the only thing.  

 

Admin 1:  In terms of efficiency, we really do suggest contacting the Mayor’s office. 

Especially as you said, because the community knows about this case. In terms of 

getting the fastest response...  
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Mother:  Our case is well known in the community. But we haven’t been helped out at all. 

I would assume that if the Mayor or the Mayor’s office was interested or could 

do anything, that they would have already approached us or at least our lawyer.  

  

Admin 1:  Oh Ma’am, you have to understand, they have a lot on their desk. They’re not 

going to come approach you. You need to go to them.  

 

Mother:  Ok. Thanks.  

 

Admin 1:  Sorry about that.  

 

Admin 2:  We’re sorry.  

 

In the drama, the mother was fobbed off and passed between five different administrative 

offices. We truly saw how protection of the state is valued above civil service and is played out 

in day to day public administration operations. Like Bolton and Heathcote’s (1999) workshop 

about racism with police officers, I purposely took an indirect approach and did not 

presumptively shame the students for providing inadequate civic support in their future 

positions. Instead, the students themselves demonstrated what happens when public 

administrators believe the existing system is adequate and effective. 
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• Reflection: Did this drama provide us with insight into why Joey felt lost? How do 

assumptions, ideas of success, work culture impact our ability to “help”?  

o I got so frustrated. I was like, someone please just have an answer! But no one did.  

o We also talked about how she had to repeat her story every place she went. No one 

was communicating with each other. 

o It was really easy to hide behind your jurisdiction, instead of actually emotionally 

connecting with that person.  

 

The class ended after this reflection. We returned to the workshop one week later.  

 

5. Final Meeting 

• Set up room like a board room.  

• Identify which role you would like to take on: Police representatives, administrators 

from the municipality, local politicians, 4-5 police commission members who are 

community representatives (appointed by the mayor and solicitor general), community 

members, and two restorative justice community volunteers who attended to mediate.  

• Guided Imagery: You have had a busy month. This meeting came up on your schedule at 

the last minute, and you were reluctant to attend, knowing that this story has received 

so much media attention. You’re not really sure what the point of this is, but you know 

it’s important that you are present. It’s been scheduled to last 20 minutes.  

• Enter room in role. Greet one another, find a seat. Freeze. Thought tracking: What is 

your mindset going into this meeting?   
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• Group narration – In groups of 4, narrate Joey’s telling – including the actions and 

reactions of some people in the room. One person from each group will play Joey.  

 

o Group 1 explains the incident that caused Hannah’s death, and the parents 

immediate reactions and thoughts.  

o  Group 2 describes the difficulties Joey and her husband encountered with the 

police, and other public administrators.  

o Group 3 will explain how and why she lost her husband.  

o Group 4 will talk about the events happened after losing her husband and how 

she made this meeting today.   

 

6. Reflection: Discuss in groups of two with someone outside of your group why you re-

considered your original perspective?  Share with group.   

 

7. Inscription on the bench: After the mediated meeting Joey was able to empty the bag that 

she’d been carrying for years. Those who attended the meeting, including Joey, were asked to 

write suggestions for the community bench in Oak Bay. Write down your suggestion on a slip of 

paper. This can be anonymous, or you can write the name/title of the person who wrote it. 

When you are ready, place slip of paper into Joey’s bag, and take a place in the circle. I will take 

on the role of Joey (in the middle of the circle I read, one by one, each student’s message).  
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8. Final reflection: The professor and I designed this work in the class as a way to teach 

empathy, and we relate it to an article by Edlins and Dolamore (2018), who articulate the 

importance of empathy for public servants, but question how this might be taught.  

 

• As a public administrator, what does it mean to reach out to the public? 

• How can we relate what we just did to the “attributes that are necessary for empathy” 

identified by Edlins and Dolamore (2018), which are: (1) to see the world as others’ see 

it, (2) to understand another’s current feelings, (3) to remain non-judgmental, and (4) be 

able to communicate understanding of another’s feelings?  

Drama education workshop feedback and analysis 
 
Theme # 1: Use of drama as a learning medium 

Several students enjoyed the experiential, interactive nature of the drama work.  

• I appreciate the importance of putting empathy into practice through role play.  

• Really practicing (sic) empathy in a public admin setting.  

• Interesting way to act it out. Was slightly different than expected. Useful to embody 

public servants in this scenario. Interesting to observe the transformation. Great 

exercises and discussions with empathy. Great work.  

• Interactive and humanizing. Being able to connect with myself and others makes the 

lessons more impressionable. A good way of teaching empathy, but also learning by 

doing.  

• The interactive activities helped me connect to Joey’s situations. It really highlighted the 

empathy learning objective.  
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• I thought the arts-based practice was a good way to connect with a story and 

understand how the lack of empathy can affect our work. 

 

Theme #2: Reflection 

Time for reflection throughout the workshop was important, and the article provided an 

important frame/context to our work and made for an extremely fruitful final debrief.  

• I enjoyed our conversation about empathy.  

• Enjoyed the reflection on how we can better engage with the public and how we can 

apply these experiences in the public sector. 

• Having Lauren come in and debrief today added context and value to last week. 

Appreciated the ability to see how systems are failing people and our role in it.  

• I liked the question that got us to think about how we would engage as public 

administrators and the role of empathy.  

 

Theme #3 Understanding 

Many students expressed how the drama work facilitated deeper understanding of the 

complexities that exist when the state aims to serve public interest.  

• Learning by doing helped me understand. 

• Helped me to connect with the story, myself, and others.  

• I liked hearing a concrete story of how public servants actions can have important 

impacts.  
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• I thought the arts-based practice was a good way to connect with a story and 

understand how the lack of empathy can affect our work.  

• Appreciated the ability to see how systems are failing people and our role in it.  

• I thought the perspective-taking exercises were helpful in understanding how a situation 

like the Magdens happened.  

 

Theme #4: The topic itself 

Two students specifically wrote about the importance of the topic and appreciated the time 

and detailed consideration we gave it.  

• Discussing empathy in policy work is important.  

• I liked hearing a concrete story of how public servants actions can have important 

impacts.  

 

Theme #5: Redundant/too much time spent 

Many students expressed frustration that the workshop took two classes, while others 

suggested that the story was already too familiar to warrant further scrutiny.  

• Not engaging. 

• Too familiar with story. 

• I didn’t really enjoy continuing with Joey’s story today. Probably more about my 

impatience than anything else. Not enough time to prep for the narration and dyad 

conversations were too short. Suggestion: It would have been better to finish up with 

Joey’s story last week. Continuing with it this week felt disjointed and lacked flow.  
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• Keep it to one class. 

• I think it would have been more effective to keep the empathy material within one class. 

I think a lot of the students were frustrated that the exercise spilled into another class. 

• The redundancy of the activities. I think there could have been a way to amalgamate the 

activities that would have been just as powerful.  

• Would have preferred a completely new story; it would have limited our knowledge to 

solely what was being provided. 

• I did not feel as engaged with the activities because the story was already familiar to 

me. It would have been more impactful if we used a story/event that we had no prior 

exposure to.  

 

Having reflected on the feedback above, I think there was a lack of tension in the workshop, 

especially in the second class. When describing Dorothy Heathcote’s methodology, Bolton 

(1999) explains that dramatic tension “may take the form of a problem, a threat, suspicion, 

wonder, curiosity, resignation” (p. 179). The presence of tension implies “something must 

happen” (Bolton, 2010, p. 51). Tension can be created by the “manipulation of time and space”, 

and “through the imposition of ‘constraints’, that is the withholding of true facts, true feelings, 

true wants”  (Bolton, 2010, p. 51).  

Achieving an appropriate level of tension can be tricky. It is paramount that the topic is 

immediately enticing, and the workshop is consistently engaging. However, if participants are 

not given time to reflect and consider the drama they are a part of, the educational aims of the 

work can be lost. Given my goal of creating work that enabled participants to question 
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ideology, I tried to remove the “what happens next”, structured work that would encourage 

consideration of the “how” and “why” instead. Unfortunately, I structured the workshop based 

on the notion that students were not familiar with the Magden story, but the professor had 

already told the Magden story in another class, and the class had already discussed it in 

considerable depth. Reading the story did not catch students’ attention as I anticipated, and the 

subsequent still image work was redundant.  

In consideration of the students’ familiarity with the story, if I were to do another 

workshop, I would begin by focusing on the role of the public administrator. We could first 

create a list of responsibilities of a public administrator. Next, we could consider what factors 

might make it difficult to put those skills into practice. I would then suggest we look at the 

Magdens story to examine those factors in more detail. During the final meeting (section #5), I 

would re-focus the drama on the public administrators, rather than on Joey, by tasking students 

to create a movement piece (perhaps supported with poetry, or music) that illustrates the 

administrators’ position and possibly their change of perspective during the meeting.  

The workshop picked up considerable momentum when tension developed during the 

Circular TiR, and after the final meeting as students shared their inscriptions for the bench.  The 

Circular TiR contained significant constraint – the students who were interacting with Joey (TiR) 

had to do so while also taking into account the direction of their “advisors”. After the Circular 

TiR work, I asked the students to reflect on the work within their group, and to consider the 

dilemma the public administrators were in. We had a lively discussion about what might 

happen to an employee if they ventured beyond “their job description” to give extra attention 

to Joey Magden. Students were engaged and present. 
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Theme #6: Video recording 

Several students said the video recording negatively influenced their participation. Students 

received extremely short notice from the professor to give permission for recording, and some 

students felt that the presence of the camera inhibited their focus, creativity, and feelings of 

safety during the workshop.  

• I didn’t appreciate not being forewarned about the cameras.  

• Being filmed, particularly during the applied theatre exercises, made the experience 

extremely uncomfortable and greatly inhibited my ability to engage and participate 

actively. I didn’t get as much out of the experience as I should have.  

• Need more time and info to make informed consent. 

• Not have any warning whatsoever about the filming of class beforehand, even though 

there was an email sent that morning before class.  

• Even if it’s not concrete, some warning about the idea of filming would have been 

greatly appreciated. It threw me off for the class.  

 

A few days before the workshop, the professor asked me if she could video record the 

workshop so they could have it as a record. My only response was that they should get 

students’ permission in advance.  

One year before, I taught an applied theatre intensive workshop in Kunming, China to 

undergraduate students at Yunnan Arts University. For the first two days, the workshop was 

videotaped. The setting was new to me, and I was teaching through a translator, so I didn’t 
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sense how the video camera changed student’s ability to participate. I didn’t know if students 

had previous experience with it, or whether they had consented to this in advance. I didn’t 

question it, and I didn’t discuss the presence of the video camera with the students. Had I 

previously understood the circumstances related to the video recording in China, I might have 

been more thoughtful about its use in this Canadian post-secondary classroom. Video recording 

the workshop impacted our work drastically. The student feedback above has illustrated the 

importance of advocating for the needs of the participants I am working with.  

 

Theme #7: “Acting”  

• I often feel uncomfortable being “center (sic) of attention” and having to act in front of 

the class.  

• The acting portions of the class made me and many of my classmates anxious and 

uncomfortable.  

• Coming from a non-artistic background I had a hard time connecting with the pose [still 

image?] exercise. Maybe it could have been a little shorter. I don’t know if that would 

affect the final result.  

• Some of the applied theatre activities didn’t seem directly relevant to our skills (acting, 

etc.). Suggestion: Focus more on the subject matter and exploratory discussion.  

 

During all of the workshops that I had taught to law students (see chapter 4), and throughout 

my previous experience as an applied theatre practitioner, I had never received this kind of 

feedback. I think the students’ fear of “acting” was a result of several factors: our initial focus 
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on games, the presence of the video camera, and ideology. I have already considered the first 

two: games and the video recording.  Now I will turn my attention to ideology.  

The discourse students used to describe our drama work highlights how cultural 

production (i.e. making/doing/using drama), is shaped by ideology. The term “acting” contains 

notions of “stardom”, “talent”, and “professional training” and can be a significant barrier to 

the use of drama as a pedagogical tool. These notions carry with them expectations of high-

quality acting and production values, which can be debilitating for those who do not have any 

prior experience in drama. Further, as Marxist theory maintains, the education system supports 

this ideology. In Canada, drama is rarely taught in elementary school, and is often a separate 

subject in secondary school (Carter, 2014), rather than used as a learning medium across the 

curriculum. On a much larger societal scale, there is significant social, political, and economic 

support for cultural democratization, and it deprecates and reduces efforts of cultural 

democracy (Harvie, 2013). The presence of the video camera immediately changed the energy 

in the room. The space quickly changed from our own learning space to a place to demonstrate 

our learning for others - a performance. The students were not ready for this step.  

Try it again 
 

Approximately one year after my workshop for the public administration students, 

Warwick Dobson invited me to facilitate the workshop in his third-year applied theatre class in 

the theatre department. I nervously accepted his kind offer. This time students were 

comfortable with doing drama, were not being filmed, and were not familiar with the story. The 

lure worked, and the drama went very well. Students were passionate and thoughtful at the 

end. I left the workshop feeling very confused! 
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Resilience 
 

In her book, Applied Theatre: Facilitation, Shelia Preston (2016) characterizes facilitator 

resilience as “courage”, the ability to “work ‘against the grain’ ”, and to be “accountable to 

potential criticism when one needs to act intuitively ‘for the best’ in a particular situation” (p. 

61). In addition to these qualities, Preston says that awareness of the ‘dilemmic space’ (a term 

she borrows from Newman and Clarke (2009)) is a key factor in facilitator resilience (p. 61).  

Newman and Clarke (2009), authors of Publics, Politics, Power – Remaking the Public in Public 

Services, offer the following definition:  

 

Dilemmic spaces tend to be experienced as personal, professional or ethical 

dilemmas. But they are rooted in wider tensions and contradictions, refracting the 

uneasy alignments between different regimes of governance (p. 127).  

 

Using Newman and Clarke’s definition, Preston (2016) considers the spaces which applied 

theatre facilitators typically find themselves in:  

 

The tendency to respond to the failure of social cohesion and harmony through the 

frame of ‘poor behaviour’, ‘dysfunctional’ or ‘traumatized’ individuals, families and 

groups can be reconceptualized through a deeper understanding of the struggles 

experienced at the local level as placed in a tension with broader discourses at the 

macro level. Critical awareness of the wider context that produces the ‘pressure 

cooker effect’ on individuals internalizing and externalizing frustration and anger 
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gives the cultural worker a potential understanding of the complex and challenging 

circumstances within which they often find themselves working (p. 58).  

 

The idea that behaviour is shaped by the political and economic landscape aligns with the 

materialist approach of Marxism: “It is not the consciousness of men that determines their 

existence, but their social existence that determines their consciousness” (Marx, 1971, p. 21). 

However, in Preston’s consideration of dilemmic space, as it relates to applied theatre, she has 

not considered applied theatre participants who benefit from the status quo, such as current 

and future gatekeepers. The case study in this chapter demonstrates that a strong 

characteristic of the dilemmic space in applied theatre and gatekeepers is the expectation and 

assumptions that role-work will be instrumental and skill-based, rather than role-work which 

aims to cultivate and strengthen felt understanding. Ideology can impact how partners and 

participants conceptualize drama and its value. Resilience emerges through consistent 

facilitator reflection, and in trusting and advocating for drama as a learning medium. Most 

gatekeepers ask for workshops that focus on teaching concepts and skills that participants can 

immediately put to use in their own professional contexts. A major challenge for applied 

theatre practitioners who wish to take a revolutionary, rather than a reformist, approach is to 

seek ways of bringing to the foreground how economic interests and institutional systems are 

often at odds with the personal values of the participants in the workshop – even if the 

gatekeeper partners have not requested it. 
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More to be done 
 

When it comes to exposing ideology and considering the function of the state, 

there are several opportunities to go deeper when structuring drama for public 

administration students. In the Magden drama workshop I described above, most of the 

scenes improvised in the Circular TiR ended with some variation of “I’m sorry, but we 

can’t help you”. Ideology not only presents reality in an inverted form, but it also serves 

as apologia. Apologists can be of two types: the first takes the form of an unashamed 

champion of the state, whereas the second seems to take a more impartial stance, in 

which the individual expresses pity, but does consider how they might take action to 

challenge the function of the state itself.  

This apologetic standpoint begs the question: how does a supposedly 

disinterested observer unintentionally support a systematically biased way of thinking? 

An attempt to address this question would, of course, be a logical follow-up to the drama 

in education workshop since, although it is clear that the public administration students’ 

eyes had been opened to the workings of ideology, much remains to be done in seeking 

to understand how unconscious systematic bias can be recognized and eliminated in the 

day to day workplace.      

Secondly, as public servants rationalizing and manifesting systems which can be a 

disservice to the public, the workshop was not successful in revealing one of the state’s 

essential functions – serving the interests of the capitalist system above those of society. 

Perhaps using the non-fictional narrative limited my ability to show the full picture, and open 

up broader questions about the lengths that the state will go to in order to protect its own 
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ideological interests. For example, I could have woven in another story, in which a corporation 

glides through bureaucratic red tape to convince the same municipality to approve construction 

of a big box store on a street sanctioned for residential development. The contradiction would 

be even clearer if the mother was employed by the corporation, and her ability to seek justice 

for her late daughter depended on her bi-monthly paycheck.   

Despite the fact that the games were lacking in relevant content and artistic form, they 

may have contributed to the cohesion of the group and our ability to work effectively together. 

From my perspective as a facilitator, I believe the Magden drama in education workshop 

exposed ideology, and encouraged questioning of it. Many students remarked that our drama 

work opened up their thinking, demonstrated tangible ways that public administration inhibits 

social justice, and showed how public servants and policy make direct, substantial impacts on 

people. One student used the word “humanizing” to describe the work that we did. Having 

considered my experience as a facilitator and many of the students’ comments, I believe our 

drama humanized the public and demonstrated the dehumanizing nature of ideology and the 

state.   
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Chapter 6: Applied theatre with Judges 
 

I trace my Métis roots through my mother. My great grandmother was born in Fort á la 

Corne, Saskatchewan. My Métis heritage was not acknowledged in my family, until just before 

my grandpa died, when he told me his mother spoke Cree (but perhaps it was Michif-Cree?). I 

began researching our family history, and I immediately found out that my great aunt is 

honoured as the first aboriginal Métis woman to graduate from the University of Saskatchewan 

(Spafford, 2012). I am trying to learn about our language and cultural traditions now, in honour 

of my mother, and my grandmother. This project was personally significant to me, because it is 

about honour and respect for Indigenous culture in Canada, and for the Indigenous children, 

like me, who must honour their grandmothers.  

Summary 
 

This case study exemplifies how non-Indigenous and Indigenous peoples can co-create 

an applied theatre workshop for gatekeepers about decolonization. The workshop was 

specifically designed for judges. The purpose of the workshop was to consider how colonial 

values impact judicial decisions about child care; and what it means to decolonize ourselves and 

our justice system. The creation team was:  

• Rocky (Métis – French and Cree), Program Manager of the Indian Residential Schools 

Health Support at Native Counselling Services of Alberta (NCSA) 

I am a mother of 3 adult children, grandmother to 3 boys and 3 girls. I am a Social Worker; a 

Stride Advocate with John Humphrey Centre and a Home Study Writer, for Children Services. 

I have been employed through Native Counselling Services of Alberta for over 24 years.  I am the 

Program Manager of Indian Residential Schools Health Support Program, as well as 



 174 

MMIWG2SLGBTQQIA+, and the Indian Day Schools Program. I believe that I can make a 

difference in their lives, by being there for them and validating their struggles are real and 

helping them find their strengths, their supports, and finding their space. I am of the firm belief 

that the clients are the experts in their own lives, we just need to be patient, non-judgmental 

and help them work through what ever process they need to. I like to think that I am a 

cheerleader for all the IRS, Day School and MMIWG2SLGBTQQIA+ individuals. 

 

• Rupert (Alexander First Nation), Director of Yellowhead Tribal Community Corrections 

Society (YTCCS) 

I am Cree, and come from the Alexander First Nation in Central Alberta. I am a 

pioneer in the area of Native men’s issues and I am currently the Executive Director of the 

Yellowhead Tribal Council Justice Society. I have worked extensively in communities across 

Canada and the United States, in both Native and Non-native environments. In the last number 

of years, my work has been in the area of restorative justice. I have considerable experience 

working in the healing field, specializing in areas of Adult Children of Alcoholics, Community 

Development, Life Skills, and Relationship Building. 

 

• Another representative from NCSA 

• Roger – Court of Queen’s Bench (CoQB) Judge 

• Dionne - Executive Counsel for CoQB 

• As a special topics course, 7 undergraduate students and 2 masters students also helped 

to design and facilitate the workshop. 
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Present and participating and supporting the workshop were:  

• Elder Edgar (Alexander First Nation), 

• Neya (Rocky’s colleague), 

• Jack (a Métis building maintenance employee at the Courthouse),  

• a retired Indigenous judge; and, 

• 18 other CoQB Judges, executive counsel, and provincial court judges.  

Aside from Rocky and Rupert’s names, pseudonyms have been used for all other participants’ 

names to maintain anonymity.   

Data collection  
 

Students, Indigenous partners, judges, executive and legal counsel were all invited to 

participate in this research. The data collected was:  

 

Students:  

• My written observations (field notes) of students’ contributions during workshop 

development, delivery, and reflection/evaluation sessions;  

• Materials students created during the development and delivery of the workshop, such as 

scripts or monologues from dramatic scenes in the workshop and their own facilitation 

notes; and,  

• Students’ written assignments which reflected on the workshop. 
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Judges/Legal Council: 

• My own written observations (field notes) of group discussions and actions during delivery 

of the workshop;  

• Collected materials generated by participants during the delivery of the workshop, such as 

scripts or monologues from improvised dramatic scenes in the workshop, written lists or 

contributions during the workshop; and,  

• A post-workshop survey, which was circulated in person and emailed after the program. 

Seven participants out of eighteen completed surveys.  

 

Indigenous Partners: 

• My own written observations (field notes) of partners’ contributions to discussions and 

actions during development, delivery, and evaluation of the workshop; and 

• Collected materials generated by partners during the development of the workshop, such as 

scripts or monologues from dramatic scenes included in the workshop.  

Background: Colonialism and the Justice System 
 

As I have detailed in chapter one (theory), colonialism is a “practice of domination” 

(Kohn & Reddy, 2017). Colonialism is enforced by the state and supported by institutions, and 

purposely aimed to oppress and control Indigenous people to gain and maintain control of 

natural resources. Law supported these actions. For example, when treaties were signed 

between Indigenous and colonialists, what was written and documented by the government 

agents had been verbally agreed to. There was a difference in understanding between “sharing” 
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versus “owning” (Asch et al., 2018, p. 36). Most treaties were re-negotiated just four years after 

initial signing for this reason.  

When Canada became an official country in 1867, the government decided that the 

Treaties were not applicable, and they enforced new laws that were not negotiated at all. Most 

Indigenous peoples were moved to ‘reserves’ but did not own official title of those lands. The 

Indian Act dictated how Indigenous people could live on reserves, requiring government 

permission to leave the reserve, and controlled who was and who was not an official ‘Indian’. 

Indigenous people could lose their status easily by ‘enfranchisement’, which occurred under 

many different circumstances, such as marriage to a non-Indian, or the receipt of a university 

degree. Under the Indian Act, the law aimed to make it impossible for Indigenous and Settler 

culture to exist in tandem, as Indigenous peoples intended in the Treaty agreements. The intent 

behind this Act was to legally erase the Indigenous people in Canada by forced assimilation. 

The colonialists’ mentality was domination – not co-existence. Even Indigenous 

governance on the reserve was (and continues to be) manipulated and supervised by the 

Crown. The Crown required a voted Chief and Band, and prohibited hereditary Chiefs 

(Monchalin, 2016, p. 114). From 1884 to 1951, “Indian” culture, such as dancing, and 

ceremonies were also outlawed (Monchalin, 2016, p. 117).  

Above all colonial measures, the Indian Residential School (IRS) system was the 

governments’ most devastating assimilation tactic. The IRS de-stabilized families, communities, 

and erased culture. The legacy of the IRS has been designated a cultural genocide by the Truth 

and Reconciliation Commission (Truth and Reconciliation Commission of Canada, 2015), and the 

intergenerational trauma from students’ experiences in IRS continues today.  
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Colonial policies have created extensive educational, economic, and social inequities 

between Indigenous peoples and non-Indigenous peoples in Canada; however, colonialism is 

not a thing of the past. State policies and law continue to colonize. The Indian Act still exists 

today, although it has undergone many revisions since it was first created (we are mainly living 

with the 1951 version, with very few amendments). Laws and policies in Canada are not as 

obviously colonial, but still enforce colonial values. For example, Canadian law protects and 

encourages nuclear families and private property. These systems are in direct opposition to 

Indigenous ways of being.  

In addition to law itself, the justice system specifically caters to non-Indigenous peoples 

and is “structurally racist” (Monchalin, 2016, p. 144).  Established policies are not necessarily 

overtly racist, but privilege non-Indigenous people. For example, the 2018 trial for Gerald 

Stanley, regarding the killing of Coulten Bushie, brought national attention to the lack of 

Indigenous representation on juries (Dhillon, 2018). There are several obvious systemic barriers 

that explain the lack of Indigenous representation on juries. One is that juries are often selected 

from voters’ lists, and according to Statistics Canada’s website, Indigenous voters are 

statistically less likely than non-Indigenous Canadians to vote (On-Reserve Voter Turnout – 42nd 

General Election, n.d.). This process automatically reduces the amount of Indigenous people 

eligible to sit on a jury. Another barrier is ‘peremptory challenge’, which is the accused’s right to 

veto potential members of the jury without explanation (Roach, 2020). When selecting the jury 

for Stanley’s trial, five Indigenous people were screened out by Stanley himself using 

peremptory challenge. As a result, no one who appeared Indigenous sat on the jury. Stanley 

was acquitted of murder and manslaughter. We Will Stand Up (Hubbard, 2019) is a 
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documentary film by Tasha Hubbard in collaboration with Coulten Boushie’s family that 

considers how the history of colonialism created structural and personal racism in the justice 

system, and documents the Boushie family’s journey to seek justice. Thankfully within two 

months of the verdict of the Stanley trial, Minister of Justice Wilson-Raybould, the first 

Indigenous person to hold office in parliament, submitted a bill in Parliament to abolish 

peremptory challenge altogether (Roach, 2020). The bill was passed in September 2019.  

  As a result of the devastating impact of cultural genocide and continued colonialization, 

enforced by both justice and law (among other systems), there is a gross over-representation of 

Indigenous people involved in the criminal justice system and a disproportionate apprehension 

of Indigenous children by child-welfare agencies (Truth and Reconciliation Commission of 

Canada, 2015).  In 2011, Indigenous people made up 4.3 per cent of the total population in 

Canada yet, 

 

[…] Indigenous adults (over 18) accounted for 28 per cent of admissions to 

sentenced custody, 25 per cent of admissions to remand, and 21 per cent of 

admissions to probation and conditional sentences (Monchalin, 2016, pp. 143–144). 

  

There are some efforts in the justice system to take into account the history of colonialism and 

the continued impacts of colonialism that Indigenous peoples face. One of the most significant 

changes are Gladue reports, which began after the R. v. Gladue (1999) decision, and then was 

reaffirmed in R. v. Ipeelee (2012). Gladue reports are only relevant to Indigenous offenders and 

include detailed information about the offenders’ life history. These reports ensure judges have 



 180 

taken into account colonial history and inter-generational trauma in sentencing and align with 

S718.1(e) of the criminal code, which says "all available sanctions, other than imprisonment, 

that are reasonable in the circumstances and consistent with the harm done to victims or to the 

community should be considered for all offenders, with particular attention to the 

circumstances of Aboriginal offenders." Gladue-informed decisions can result in reduced jail 

time, or conditional sentencing. However, according to Roach and Rudin (2000), alternative 

sentences are sometimes ordered in place of weaker or less intense measures, like fines, or 

probation orders. As a result, “some people who might not have gone to prison consequently 

find themselves there” (Monchalin, 2016, p. 270). For these and other reasons, Gladue and 

S718.1(e) alone haven’t made significant progress in reducing the high numbers of Indigenous 

people who are incarcerated. 

  There have been numerous efforts to provide culturally appropriate justice processes 

for Indigenous people, in both Alberta’s Provincial and Queen’s Bench courts. First Nations, 

Indigenous, or Gladue Courts, which “are criminal sentencing courts that use restorative justice 

and traditional ways to reach balance and healing” (First Nations/Indigenous Courts, 2020). One 

week before our workshop, the eagle was made available for witnesses to swear on, instead of 

a bible (Alberta Courts Eagle Feather Ceremony, 2020). There are also Aboriginal Court Worker 

Programs in Alberta, which provide support to Indigenous people who are involved in the 

justice system. Some of these programs exist within Indigenous communities, such as our 

partner YTCCS. Where the community-based programs do not apply, NCSA, provides such court 

worker services.  
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It appears that the use of Gladue reports, aboriginal court workers, and eagle feathers 

(amongst many other efforts to indigenize the justice system) are instances of reformist 

approaches to address colonialism and structural racism in the justice system. While these 

initiatives likely make Indigenous peoples’ experience in the system tolerable, the colonial 

structure and intention of the justice system remains.  

Decolonization is comparable to exposing ideology 
 

Aside from the laws in the system itself, personal perspectives of lawyers, judges, and 

others involved in the justice system may also be influenced by colonialist values and further 

oppress and offer unfair or insensitive treatment to Indigenous peoples (Truth and 

Reconciliation Commission of Canada, 2015).  

 
Colonial values are a significant component of the ideological superstructure, and these 

values rationalize and support historical actions, and current systems such as justice, education, 

and health. At the core of colonial value is the perception that the coloniser is superior, and the 

colonised is inferior. European ways of knowing and educational systems, justice, governance, 

family systems and spirituality are enforced by law, while Indigenous ways of knowing and 

educational practices, justice, governance, family systems and spirituality are ignored.  

To support Indigenous peoples, Indigenous cultural resurgence, and reclaim Indigenous 

rights in Canada, reports, scholars, artists, and activists call for decolonization. Monchalin 

(2016) defines decolonization as: "unlearning and undoing of colonialism...a conscious 

engagement with colonial structures, ideologies, and discourses" (p. 293). In order for 

colonialism to be unlearnt and undone, both non-Indigenous and Indigenous peoples need to 
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recognize colonialism – that is, to engage in practices to expose ideology. This involves 

understanding how colonialist values are embedded within Canadian policies, institutions, laws, 

education, culture, and personal values. Unlearning and undoing the existing system and 

dominant ideology plants the seeds for revolutionary change. 

Project Description 
 
Partnering with judges 
 

Establishing initial contact with a judge is incredibly difficult, and I tried several tactics. I 

developed several partnerships with law professors, and law professionals, but none of them 

could connect me with a judge to discuss the possibility of doing applied theatre. My contact 

with the judiciary was established because of an existing family relationship.  

Roger and Dionne thought applied theatre might support an existing internal CoQB 

initiative which aims to reduce judicial decisions about families made in court. I reviewed some 

of the literature they shared, and I noticed child welfare was one of their four main foci. In the 

initiative’s annual report, they suggested a shift in mindset was needed within the justice 

system in order to address the over-representation of Indigenous children in state care. Rather 

than insisting that the system was effective but understaffed they suggested that judiciary 

needed to collectively accept that the child welfare system is failing to protect the best 

interests of Indigenous children, or communities.  

Dionne asked for a more detailed explanation of what applied theatre could offer. I 

shared several examples, including the play No Stepping Back, my workshop plan from the Law 

students, some of the Law students’ feedback, and I explained on the phone how drama can 

slow action down and let participants to look beyond “what happens” and explore the “why” 
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and the “how” of things. I proposed a workshop that would illuminate how colonial values 

influence the judicial system and encourage consideration of judges’ roles as decision-makers 

regarding the care of children. Once I received tentative commitment from Dionne, I pursued 

funding.  

The process I have just described actually took several years. Interestingly, the 

applications for funding were what really motivated my judicial collaborators to formalize our 

agreement for partnership. After years of discussing ideas, I suddenly received a formal letter 

from the Chief Justice of the Court of Queen’s Bench stating her interest and support for the 

applied theatre workshop to include in my funding application! The Chief Justice even stated 

that if needed, court could be scheduled accordingly to make it possible for judges to attend. I 

considered framing the letter and hanging it on my wall. It is not often that an applied theatre 

workshop might dictate court scheduling!  

Partnering with NSCA and YTCCS 
 

Dionne, Roger, and I agreed that it was imperative we work in equal partnership with 

Indigenous people who had knowledge about childcare and the justice system. Roger and 

Dionne connected me with two local-to-Edmonton organizations: Native Counselling Services of 

Alberta (NCSA), and Yellowhead Tribal Community Corrections Society (YTCCS). Among many 

other services, NCSA court workers support Indigenous people “who are charged with a crime, 

are involved with Child Services, or are under 18 and are in trouble with the law” (Our History, 

2020). YTCCS “provides probation, court worker, and other correctional services to the 

Yellowhead Tribal communities [which are four First Nations near Edmonton: Alexis Nakota 
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Sioux, Alexander, O’Chiese, and Sunchild First Nations]” (Corrections, 2020). NCSA and YTCCS 

agreed to meet with Roger, Dionne and I to discuss a possible collaboration.  

Negotiation of workshop approach and content 
 

In August 2019, I travelled to Edmonton to meet with Dionne, Roger, and the directors 

of NCSA and YTCCS in person. I aimed to make it clear this was the ‘idea stage’, and that I was 

flexible and honestly looking for input and partners. Rocky and Rupert spoke about the 

challenges they encountered with the justice and child welfare system. We agreed that a 

workshop that explored what constitutes safety and “best interests” of the child would be 

relevant and in service to the local First Nation communities. Rupert urged us to consider 

whose interests are being served by the existing system, and another person from NCSA said 

that “some judges seem to think that just because they’ve read one Gladue, or gone to one 

cultural sensitivity training, but it doesn’t mean you know it.” She suggested we begin the 

workshop by saying something like: “You all know Gladue. Today we are going to go deeper.”  

We agreed the workshop should aim to demonstrate and examine colonial values and their 

impact on both personal perceptions of childcare, and the judicial system because it has power 

over Indigenous childcare.  

We also negotiated event logistics. We discussed the workshop registration fee, which 

would include tea, coffee, and lunch. The remaining fees would be donated to an existing YTCCS 

family support initiative in their communities. We also agreed that the workshop should 

happen at the courthouse because it would be accessible for judges and would hopefully 

encourage their involvement.  
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Three Very Important Decisions 
 

In this meeting, Rupert, Rocky, and I discussed three topics that significantly shaped the 

design of this project. They were the inclusion of a territorial acknowledgment, representation 

of Indigenous people, and the possible inclusion of the play No Stepping Back.  

 

(1) Territorial Acknowledgement  
 
I prepared a territorial acknowledgement in advance, but on the day of the workshop, I 

asked if Edgar and Rupert would like to do the territorial acknowledgement. Rupert suggested I 

do it. Recent literature about Indigenization encourages facilitators to consider how to go 

beyond a territorial acknowledgment – to ensure that the acknowledgement doesn’t fall into a 

repetitive, meaningless routine (Allan et al., 2018; Robinson, 2016). Our workshop was literally 

being “hosted” by NSCA and YTCCS, and in this case, we were invited guests.  

(2) Representation 
 
Artistic representation of Indigenous peoples can be extremely damaging, because art 

can be a part of the superstructure, and re-enforce ideology. In a seminal essay, Performing a 

Moral Act, Conquergood (1985) summarized four traps an artist/anthropologist might 

encounter when performing about an ‘other’ culture. Ideally, Conquergood (1985) suggests 

that those who make art about ‘others’ should aim for dialogical performance – meaning that 

the performance itself enacts a link between the ‘other’ and the performers themselves. A 

dialogical process is relational and is a valuable learning experience for all creators.  

Artists have fallen into all four of the traps Conquergood identified when making work 

about Indigenous peoples in Canada. According to Daniel Francis (1992), who provides a 
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detailed account of the artistic misrepresentation of Indigenous people by European settler 

people in Canada since the 18th century, this vast and extensive misrepresentation created the 

entirely fictional “Indian”. Francis (1992) examines how art re-enforced myths that supported 

colonialism, like the “vanishing Indian”, and the depiction of Indians as villains against fair and 

ethical Royal Canadian Mounted Police.  

During the time “Indians” were being produced in visual art, paradoxically, under the 

Indian Act, it was illegal for Indigenous people in Canada to practise their own culture by 

gathering for potlaches and participating in ceremony. This history makes it even more vital 

that any applied theatre workshop involving Indigenous history in Canada portrays Indigenous 

culture and ceremony with respect and permission. To apply Conquergood’s suggestion of 

dialogic performance, artistic representation of colonial history should be created with 

Indigenous peoples – meaning Indigenous peoples are positioned as the creators, and/or 

decision-makers.  

Unfortunately, the pitfalls Conquergood identified still occur often, even in professional 

theatre. For example, several Indigenous artists publicly denounced renowned director’s Robert 

Lepage’s Kanata because Indigenous artists were not included in the performance (Nestruck, 

2018). While the play did aim to highlight the IRS history and its connection to missing and 

murdered Indigenous women, theatre critic Kelly Nestruck (2018) felt that Kanata did not 

attempt to respectfully represent Indigenous peoples (for instance, actors wore black braided 

wigs), and that it “did not figure out the right story to tell with the ensemble – or the right way 

to tell this story with this ensemble” (para. 45).  
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In applied theatre, because so much of our work aims to address social injustice, robust 

ethical foundations in representation are critical: 

 

[W]e have a responsibility towards ensuring that the representations that are made 

are produced through a climate of sensitivity, dialogue, respect and willingness for 

reciprocity” (Prentki & Preston, 2008, p. 65). 

 

Applied theatre should enact social justice as it attempts to address social injustice. While 

aware of ethical pitfalls and my own responsibility as an applied theatre practitioner, to work 

dialogically, I collaborated with my Indigenous partners with an attitude of openness. Together 

we selected content, discussed dilemmas, and I adhered to the choices Rocky and Rupert made.  

Rocky, and Rupert and I discussed who, besides myself, would be involved as actors and 

facilitators for the delivery of the workshop. If we arranged it as a theatre course, it would 

guarantee skilled actors/facilitators, and make it possible for actor/facilitators to receive course 

credit for the efforts they put into the project. However, as a theatre course, it would be very 

difficult to include Indigenous students, because there are so few who are Indigenous in the 

Department. After some consideration, Rocky and Rupert decided it would be okay to involve 

mainly non-Indigenous students, as long as the students and I explained our intentions and 

connections to the content – especially before taking on the role of Indigenous people in the 

drama.  

The low numbers of Indigenous students enrolled in theatre programs is a nation-wide 

trend, and it indicates a much larger structural issue. “Native theatre”, as Carol Greyeyes refers 
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to it, wasn’t included as part of the Canadian theatre canon until fairly recently, despite the fact 

that Indigenous people in Canada have been dancing, signing, and telling stories for hundreds 

of years (2016, p. 98). Writer Drew Hayden Taylor recalls that theatre was “essentially dead 

white men”, and he avoided theatre altogether until he was asked by Tomson Highway to work 

at Native Earth Performing Arts in 1994 (2016, p. 159). A vicious cycle that still mirrors Carol 

Greyeyes’  recounted experience in theatre school continues: Plays that require an all-

Indigenous cast can’t be produced in departments because of a lack of Indigenous actors, and 

Indigenous theatre students rarely seek out post-secondary theatre programs because they 

don’t see themselves, or their culture reflected in the department’s faculty, curriculum, or 

programming.  

(3) Use of the play 
 

I asked Rupert and Rocky if they would like to read the play No Stepping Back and share 

their thoughts. I thought it might be relevant, since its focus is on IRS and state childcare. 

However, the play isn’t just about the suffering that Indigenous people endured, it’s also about 

the importance of culture, and shows hope. No Stepping Back braids four stories together. 

Those stories are:  

• The Frog Girl by Paul Owen Lewis – based on a theme shared in Haida, Tlingit, and many 

other Nations along the Pacific northwest coast where a person finds themselves in a 

parallel world inhabited by animals in human form. Published in 1997 by a non-

Indigenous writer.  

• The Secret Path by Gord Downie (a non-indigenous artist), (inspired by Chenie Wenjack, 

and written with Chenie’s relatives’ permission and collaboration throughout).  
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• The Pied Piper, a version by Robert Browning, an English poet,  

• Residential school survivors’ stories – these are fictionalized but inspired by survivor’s 

real accounts from the Truth and Reconciliation Commission Survivors’ accounts.  

The play was devised by theatre students (including myself) and written by Warwick Dobson in 

2016. From 2016-2019, the play was presented in a workshop setting to several different 

Indigenous groups, including Ktunaxa First Nation youth, Indigenous inmates in a federal 

corrections institution, UVic Elders, and UVic Indigenous education faculty. I was involved in 

most of these workshopping sessions. Each time, the play was received well and stirred 

emotion, appreciation, and encouragement for us to continue producing the play.  

Rocky raised one concern before reading the play: in her experience, some plays about 

the residential schools were sometimes too instructional – and she felt that the challenge 

would be to find a way to present the history differently so it didn’t ‘talk down’ or ‘at’ the 

audience. I agreed. I told Rocky and Rupert I would send them the script and eagerly await their 

thoughts.   

Rocky and Rupert read the play within a week of our meeting. Here are their emailed 

responses:   

 

This is great!! Wow, lots of work went into this script. You deserve a big applause. 

Well done!! I can’t see anything that I would change. You really captured it all, so 

well. Thank you for allowing me to read the script.  

Rocky 
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I read the information that you sent. I really liked how it was presented. It seemed to 

allow the reader (audience) to arrive at their own visualization of events as they may 

have happened to them. It was great.  

Rupert 

 

I also discussed the play with both of them by the phone and heard much of the same 

enthusiasm and support. Rupert really appreciated that the play ended with hope. With that, 

we decided to include No Stepping Back in the workshop. 

Workshop preparation with students 
 

Together we reviewed the Doctrine of Discovery and terra nullius - fifteen century 

British and European policies that instigated and supported colonialism, and we discussed the 

ideas of white superiority that accompanied these policies. Next, in groups of two, students 

researched and presented the main colonial policies and actions that took place in Canada. 

Presentation topics were the Doctrine of Discovery, the Indian Act, Residential schools, and the 

60s Scoop. We then discussed how stereotypes and racism manifest today.  

In a phone meeting with the class, Rocky helped us connect our research to reality. She 

spoke about her role at NCSA, and about the intergenerational trauma caused by IRS on 

Survivors, their families, and their communities. She explained how the values that were 

enforced in the Indian Residential schools are sometimes internalized, and I was reminded that 

ideology manifests amongst all classes. Rocky gave examples; more Survivors still live with the 

ideas that they are not worthy, not smart enough, that they are bad people, savages, or dirtier 

than a pig. Rocky said that some children were told that their parents were devil worshippers or 
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were practising voodoo, and she spoke about and how Indigenous young people continue to 

struggle in schools today. Students asked Rocky how Survivors, families, and communities cope 

while living out intergenerational trauma, and Rocky explained that they often use alcohol and 

drugs to cope, which she said causes a high incarceration and recidivism rate, homelessness, 

gambling. Some receive support, by going to Elders, therapists, or participating in cultural 

ceremonies like sweat lodges, round dances, potlaches, and long houses.  

She told us that the history of colonialism has impacted Survivors’ level of trust in the 

justice system today. Many Survivors are afraid to speak to judges at all, so part of her role is to 

ensure that her clients and the judges, lawyers, and social workers are “speaking the same 

language”. She teases out the conflicting meanings of terms like ‘child supervision’ which often 

rationalize child apprehension. Legally, when supervising children, guardians need to be 

physically outside with them – they can’t just watch them play outside through the window. 

As third and fourth year applied theatre students, the students were cognisant, as I was, 

of the responsibility they have as applied theatre practitioners to maintain ethical integrity in 

casting and dramatic representation. I explained to them in detail the partnerships that had 

already been formed, and the process of decision-making we used, and that our partnership 

would continue going forward. I set up phone meetings, between the class and Rocky and 

Rupert so students could raise their concerns with them directly.  

With advance notice that students were concerned about taking on the role of 

Indigenous children and telling the story of the IRS experience, Rupert consulted Elders in his 

community, and a support group for Survivors of IRS. Those who Rupert consulted appreciated 

the students’ concern. They said they took this concern as a sign that students were taking this 
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work very seriously. Before making his next point, Rupert strongly made the point that they 

were speaking for themselves – not on behalf of all Indigenous peoples. Rupert, the Elders he 

consulted, and Rocky encouraged the participation of non-Indigenous students in this project 

because they thought it could offer an experiential learning opportunity for students about the 

history of IRS and encourage them to become allies. To help students feel connected to the 

roles they were taking on, Rupert suggested that they look for the universal connections – 

instead of focusing on the differences, find the aspects of humanity that we all share: “think 

about the children you know who are five and six. Find a personal connection. Imagine how a 

parent would feel, sending kids after hearing for generations of the atrocities.”  

Further, Elders and Survivors hoped that by including non-Indigenous students, it might 

initiate what they called, ‘the ripple effect’: if students could speak about their unease before 

taking on those roles, it might model for judges how they could become allies too, even if they 

felt uneasy about their connection to the content. They hoped that by performing these roles, 

students would learn how to explain to others (their friends, their families) why they were 

doing this work, and even correct others when they heard discriminatory comments made 

about Indigenous peoples. Despite their fear of offending or doing harm, students were 

encouraged to take up this subject matter to learn about how the histories and realities of 

Indigenous people in Canada are connected to students’ own stories, so that in turn, students 

could share their learning with others. The cyclical model of experiential education that Rocky, 

Rupert, and the Elders cultivated is a pillar of Indigenous pedagogy (Allan et al., 2018). As we 

rehearsed the play, and developed the workshop, I checked with Rocky and Rupert by phone 

and email often.   
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Students also had a video conference meeting with Roger to understand what topics 

and form would be relevant and appropriate for judges. During the development stage, I also 

discussed with Roger and Dionne how to frame and structure the work so that it would be 

relevant for judges.  

Other significant logistical tasks to prepare were a non-disclosure agreement and 

coordination to allow smudging in the building. The non-disclosure agreement was a CoQB 

document and ensured that judges’ identity and contributions during the workshop would 

remain confidential. All students were asked to sign it. NCSA took some time to determine 

whether Elders should be asked to sign it, because in Cree culture, when a pipe is used by an 

Elder in ceremony, they should not be asked to sign an oath of confidentiality. In order to have 

smudging at the workshop, we needed to let the building managers know in advance so the 

emergency sprinklers wouldn’t be set off. The CoQB had only done smudging in the building a 

few times in the past.  

We sent a ‘Save the Date’ to judges shortly after our meeting in August, and sent the 

official invitation18 out at the end of October once I received ethics approval. Initially, only a 

few judges registered, but in the last week, Dionne and Roger worked hard to promote the 

workshop, highlighting that NSCA and YCTTS were hosting and students were facilitating. With 

their extra efforts our registration numbers rose significantly!  

To structure the workshop, I loosely planned out each section, sent it to our partners to 

review, and discussed it with them by phone. I then shared this amended structure and 

resources with student pairs, who fleshed out a detailed plan. Students practised facilitating 

 
18 See Appendix G 
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their sections of workshop in class, and we tweaked them again afterwards. Once the workshop 

was fleshed out, I sent a summary to our partners. This was two weeks prior to the workshop.  

The day before we presented our workshop, Senator Murray Sinclair, a former judge, 

and the former Chair of the Truth and Reconciliation Commission, published an opinion article 

in the Globe and Mail. Its title was, “The legal industry needs to understand the truth of 

Canada’s Indigenous history if we truly want to move forward”. Subtitled was, “Lawmakers, 

judges and lawyers are the gatekeepers to the justice system and have a key role in making 

change” (M. Sinclair, 2019). Because the article echoed the exact language I have used in my 

research, right down to the word “gatekeepers”, there was much excitement in upper floors of 

the courthouse where offices are located, and Dionne even brought down a printed copy of the 

article to share with us as we were rehearsing. It was truly evident that the work we were going 

to do was important, relevant, and timely.  

The goals of the workshop, which were developed collaboratively between all partners, 

were to initiate collective consideration of: 

• What it means to decolonize ourselves and the justice system; 

• What it means to support Indigenous resurgence as judges; 

• How differing values can vary across cultures; 

• How colonial values shape institutions; 

• Our own perspectives, recognizing stereotypes and biases; 

• How inter-generational trauma actually looks and feels; 

• Why Gladue factors matter; and,  

• What ideas for personal or systemic change can be thought of and advanced.  
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Analysis 
 

As I have discussed in an earlier chapter, Bolton and Heathcote (1999) suggest that a 

balance of challenge and protection is essential. In this case study, I equate the “challenge” 

with identifying and questioning dominant ideology. In order to reach this level, adequate 

protection had to be established and fostered throughout the workshop19. Below, I first detail 

the factors that provided protection for participants in the workshop – according to the 

participants’ reflections, and from my own and the students’ observations.  

Protection 
We had two written agreements of confidentiality in advance of the session. Facilitators 

and partners signed a non-disclosure agreement, and participants were sent a consent form 

with extensive information about participating in the research. The non-disclosure agreement 

was first drafted by the CoQB, and then edited by me. The agreement aimed to facilitate 

participants to have “frank discussion and an open exchange of views”, and students, myself, 

and Indigenous partners who attended would maintain confidentiality regarding the judges’ 

identities and their contributions during the workshop. Regarding research, I received UVic 

Ethics approval, and approval from the CoQB to undertake this research. Workshop participants 

were sent consent forms with the invitation to participate. Several participants stated that 

those confidentiality measures made them feel safe to participate wholeheartedly. 

After our territorial acknowledgement personal introductions began our session. 

Students had prepared their introductions, which included their own self-location to Indigenous 

peoples in Canada, such as their family history and information about the territories they grew 

up on and where they now currently lived. These in-depth personal introductions encouraged 
 

19 See Appendix F for full workshop and participants’ response to each section of the workshop.  
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participants to offer the same. Unexpectedly, I noticed that some participants were subtly 

teary-eyed during this activity. Perhaps it is uncommon in the judicial context to self-locate and 

connect on a deep relational level. Notably, two participants later commented that the care 

and time we devoted at the beginning to introduce ourselves helped them to feel more 

comfortable to participate. All of the students also reflected that adequate time for 

introductions seemed a vital component of the workshop. 

Similar to the law students’ workshop, I designed this workshop to ease participants 

slowly into role, both mentally and physically. Our section three, Levels was adapted from 

Bolton and Heathcote’s (1999) first exercise in their workshop on racism for police (pp. 148–

152). Physically, this activity did not require any significant engagement – it simply asked 

participants to observe the facilitators from their seats, and then to slightly turn their chairs to 

make small discussion groups. Cognitively, the participants were challenged when they were 

asked to consider deep levels of others’ perspectives within a new analytic framework. Thinking 

into role was advantageous because it seemed participants began to understand what it means 

to demonstrate perspectives – the contributions may or may not be necessarily their own views. 

This was especially important given our subject matter: colonial values and prejudice. No one 

wants to appear racist! One participant wrote about this later: “…interesting how all of the 

stereotypes poured out of us. I wondered if people were seeing this because of the topic and 

the reason why we are here, or is that truly what they think? Scary, but interesting”.  

Bolton and Heathcote’s (1999) suggestion to engage participants cognitively first was 

definitely effective. Unfortunately, we did not refer to the levels of explanation explicitly 

throughout the workshop, but even so, several participants and Indigenous partners noticed 
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the efficacy of this analytic work right from the outset. One participant commented that Section 

3 was “a lovely way to get people to step in”, and another felt it “set the tone for the rest of the 

day”.  

Finally, fiction, a well-established device to offer safety in applied theatre (Freebody 

& Finneran, 2016a, p. 72) was recognized by participants as something that provided 

them ease of participation. We used fictional stories, characters, scenarios, and roles 

throughout the workshop, and one participant recognized how our creation of the 

researcher role, and our use of “degrees of projection” (Bolton et al., 1987, pp. 125–127) 

offered safety in section seven, when we turned our attention to the role of judges in 

society. After the workshop, Rupert reflected on the truthfulness and safety our fiction 

offered:  

 

What you’ve done, and what your doing is finding a way for people to hear the 

truth. It doesn’t matter if you try to deny it – you can’t deny truth. It’s magic. It cuts 

through everything. It transforms – one to not only witness, but to be there.  

 

My personal experience with your groups’ workshop was that it impacted on a 

number of levels. It was very thought provoking and emotionally impactful. One 

experience for me was that it transported me back to the residential school era. I 

think others participating along with myself became one of those children living 

through the actual experience. The difference was we had our current life experience 

and knew we were in a safe place. It was very emotionally draining.  
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Workshop section #6 Mela: Using 

circular teacher in role, Mela meets 

with the teacher and probation 

officer to discuss her bad 

behaviour. She is asked to agree to 

a solution to address her 

behavioural problems.  

Despite Mela’s positive 

relationship with her grandmother, 

she is forced by the state to move 

to a foster home. 

 

Workshop Section #6 Mela: Using 

circular teacher in role, Mela is 

listened to, taken care of, and 

respected by her grandmother.  

 

We did not show the entire complex picture. We demonstrated brief instances of 

state childcare and childcare in an Indigenous context and we chose to focus on 

one child’s experience. Arguably, there may likely be many other health-related or 

economic factors that complicate a childcare situation. However, according to our 

Indigenous partners, for one family, the picture we showed was reasonable. The 

fact that Mela is removed from her grandmother’s home in this scenario is 

reasonable and believable and it is because there are no additional factors (like 

abuse or neglect) that ideology and colonial values which are embedded in the 
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state system of childcare are exposed. This is the application of the 

particular/universal frame Heathcote (1984b) spoke about.  

 

2. Workshop section #3 Levels: The levels immediately demonstrated the nature of 

ideology/colonial values: that colonial values influence actions, that they serve 

others who benefit from the status quo, and that they are deep-seated.   

 

3. The parents scene from the play (performed in the locations in the court room 

where witnesses actually testify), and the focus on Lisa Four Feathers throughout 

her life showed the impact and manifestation of ideology/colonial values on 

Indigenous families and communities.  

Questioning the ultimate function of the justice system 
 

In the last activity of the workshop (section #7), participants took on the role of a researcher 

to consider (at arm’s length) judicial education, judges priorities, objectivity, cultural sensitivity, 

and judges as agents of social change. This final section fed into our final reflection question 

and post-workshop survey, where we considered judges’ role in the justice system, and what it 

would mean to decolonize this system:   

 

• “If we continue to apply the ‘law’ as developed from colonial values, then we fail to 

address past injustices. Doing what’s right requires asking beyond precedent and 

evaluating all factors – interests and entitlements – through our current lens and 

understanding.” 
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family 

  To include traditional and current Indigenous Laws 

and concepts of managing self-behaviour.  

 

  “To teach and learn our language. Language is 

embedded in ceremonies, teachings. Each word 

means more than just the word. Spirit was lost 

when we lost our language. Learning our language 

allows us to start speaking out if something next 

door is wrong”. 

 

Participants considered how the system limits judges from seeing the whole picture by limiting 

communication with the accused, the defendant, witnesses, and children who may be involved 

on the periphery. This intentional distance makes it very difficult to make decisions that are 

child-centred, or to consider in detail, how resources within Indigenous communities might 

support those involved in the justice system.  

 

What lingers? Moments of affect 
 

By bringing politicians into direct contact with the raw, very raw, material of actual 

stories, cases are transformed into people and the theatrical force of empathy is let 
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loose upon those who have the power to make and unmake the legal framework 

(Prentki & Preston, 2008, p. 183).   

 

Similar to the project Prentki and Preston refer to above, our applied theatre workshop 

engaged both cognitive and affective faculties. It cultivated “felt understanding” (Clark et al., 

1997, p. 23). Felt understanding is difficult to quantify, but still incredibly important because 

this is what may “linger” after the workshop (Thompson, 2009, p. 157). Felt understanding and 

affect slowly permeate human perspectives and spans vast times and spaces. This is impact that 

touches our spirit and crosses many aspects of ourselves is an important component towards 

sincerely addressing social justice issues using theatre. Here are four moments, although there 

were many more, that produced obvious felt understanding amongst the participants in our 

workshop:  

 

1. When students presented a play on the Indian Residential School experience, in the 

court room – they performed amongst the judge’s podium, in the witness boxes, and 

underneath the province of Alberta crest. It was an obvious decolonization of the space. 

Audience members shed subtle tears throughout the performance, and immediately 

after it, I received a big hug from Edgar, the Elder. I will never ever forget the emotions 

this play stirred in our audience of judges, and Edgar’s instantaneous hug to show 

appreciation for our work. 
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2. Participants created still images of residential school students’ compliance and 

defiance. Participants embodied power and oppression. For example, one 

participant stood with his back arched, and his own fist pushing into his mouth.  

 

3. Participants were asked to demonstrate in the courtroom, how much trust Lisa Four 

Feathers, a residential school survivor character from the play, might have in the justice 

system. The court room became almost completely one-sided. The overwhelming 

feeling of distrust embodied by participants who, in reality, are part of the system was a 

significant moment of demonstrated contradiction.   

 

4. Near the end of the workshop, Mela, granddaughter of Lisa Four Feathers had to leave 

her grandmother’s house and move to a foster home. Participants were asked to write a 

message for Mela. One by one, participants approached Mela (a student in role) to 

share their message with her. In this moment judges could share their personal, 

heartfelt responses to young people impacted by our collective history of colonialism, 

and they witnessed their colleagues do the same. The tone in the room was serious and 

focused. 

 

At the end of the workshop, one participant shared that they “felt frustrated, because they 

were hoping to leave the workshop with clear answers, but instead they were left with more 

questions”.  This is evidence to me that we were able to examine, with appropriate complexity, 

the vast influence of colonial values on childcare in Canada. I think our workshop ended with 
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hope. Previously unconnected groups, including students, Indigenous elders and court workers, 

judges and legal counsel had expressed shared understanding of the complexity and urgency 

required to decolonize childcare and the justice system.   

Indigenous partners’ response 
 

Our Indigenous partners, and those who they invited participated throughout the 

workshop. Their presence, and the perspectives they shared were an invaluable component of 

this workshop. Here are Rocky and Rupert’s responses to the work. I am sharing their words 

with their permission.  

 

I have to reiterate that I truly enjoyed the Applied Theatre workshop. You all did an 

excellent job in bringing forward the information in a non-threatening manner. It 

was very appropriate and respectful. Awesome work.  

 

Thank you for allowing me to experience the workshop.  

 

Respectfully,  

Rocky 

 

What you’ve done, and what your doing is finding a way for people to hear the 

truth. It doesn’t matter if you try to deny it – you can’t deny truth. It’s magic. It cuts 

through everything. It transforms – one to not only witness, but to be there.  
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My personal experience with your groups’ workshop was that it impacted on a 

number of levels. It was very thought provoking and emotionally impactful. One 

experience for me was that it transported me back to the residential schools era. I 

think others participating along with myself became one of those children living 

through the actual experience. The difference was we had our current life experience 

and knew we were in a safe place. It was very emotionally draining.  

 

I am hopeful that others who were there better understand what that kind of 

repeated trauma does to a child’s psyche, loss of innocence, damage to spirit. It 

gives better insight into what the impact could be when it occurs to families for 

multiple generations. It brings new meaning to the often used phrase “why don’t 

they just get over it”.  

 

The work you and your wonderful group are doing must be continued.  

 

Rupert 

After The Judges’ Workshop 
 

We delivered the workshop in two other contexts shortly after the judge’s workshop. 

First at the UVic Law School (six participants attended), and then in UVic theatre department 

(twenty-two participants attended). NCSA (Rocky) and YTCCS (Rupert) were unable to attend 

both workshops because they are both located in Edmonton, so we found some other ways to 

remain supported. A local Elder and his partner who had attended one of our rehearsals 
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attended the Law school workshop. For the workshop at the theatre department, Rupert wrote 

a note which I read to the group, and Rocky telephoned in to share her support.  

During these two workshops several additional issues were raised that I will respond to and 

unpack here. At the Law school, participants had difficulty working in fiction, and suspending 

disbelief. Students and I reflected on this and we think three main factors were at play:  

 

1. There were very few participants who attended. Compared to the nine student 

facilitators (including me), participants were outnumbered. This increased the pressure 

to participate, and possibly made participants feel uncomfortable.  

 

2. In Section #5, one of the participants was uncomfortable with the task and explained, “it 

isn’t fiction. It’s real”. It was true! Although our story and characters were fictional, we 

were discussing real history, and real ongoing trauma. In this particular activity, using 

Bolton’s (1987) concept of ‘degrees of projection’, we could have offered more distance 

and safety through role. Instead of asking participants to re-create moments from the 

characters’ life, meaning they would be taking on roles of Indian residential school 

students’, we could have asked participants to sculpt student facilitators to show 

images, or asked participants to create images that portrayed the concept of compliance 

and defiance, then connected these concept images to the play and characters.   

 

3. One Indigenous person attended the workshop. In their reflection afterwards, they said 

they had mistaken it with another entirely different workshop, and they weren’t 
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emotionally prepared for it. This person’s resistance to participating in the workshop 

may have set the tone for others. 

 

Difficulty with working through fiction impacted the entire workshop, and it seemed like there 

were very few moments of real exploration and challenge when considering colonial values.  

However, like the Judges’ workshop, participants’ discussion about childcare and colonial values 

was incredibly rich at the end of the workshop. In particular, we discussed the fact that there is 

more funding available for apprehension, than there is for support to keep families together. 

Below is the Elder’s response to the workshop. Again, I share it with his permission:  

I am writing as a follow-up to a very profound workshop that you and your team 

have initiated and produced. But first I do not apologize for my rant as it spoke to 

the many issues that I have journeyed through in my lifetime, while in my village, 

and in school and while jaunting all over the world. For events that have bonded 

with my journey have been defined blessings.  

 

And I must say that the blessing of the 3 hours we spent together last afternoon-

evening led me through the pain of loneliness, and sometimes self-destruction that 

has coloured my life. 

 

Our Grandfathers whose memories joined us during the exercise, sent my mind and 

body and soul transported through experiences that could not otherwise have been 
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achieved without the prolonged pain of loneliness. Through our exercise I found a 

continuing peace that knows no understanding. I am forever enamored. 

 

I stand aghast within the memory of not only our journey together, but mine, mine, 

mine. I bless and commend your presence in my journey. It is my wish, a quiet 

journey within peace I offer to share with you in person, at your and others 

convenience. I am pleased to have participated in this process. 

 

And again Hai- ich-ka, Hai-ich-ka. Dudoo bah tlee kit. Ooqweesh asukid. 

 

When we delivered our workshop at the theatre department to students and faculty, some 

participants were critical of casting, and the use of stories in the play, particularly The Frog Girl. 

We were cautioned to ensure we weren’t using Elders to justify unethical work. Prentki and 

Preston (2008) warn:  

 

Ethical practice however cannot be separated from awareness that representations, 

however sensitively and carefully handled, will carry their own political significance 

and resonance in the broader socio-political sphere and will be constantly 

vulnerable to appropriation and redefinition (p. 65).  

 

Despite our explanation of the workshop’s development process, our self-locations, and of our 

partners’ contributions and support for the work, some non-Indigenous participants suggested 
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we had crossed some ethical boundaries. To reflect in more depth on the feedback we 

received, I return to Conquergood’s (1985) four identified unethical traps below, and in detail 

consider these in relation to our workshop: 

 

1. The Curator’s Exhibitionism - Sensationalism/Tourists’ stare 

At no point in our play or in our workshop did we perform the imaginary “Indians”. The 

actor/facilitators wore black modern clothing. We did not add braids, wigs, or any other 

imaginary “Indian” signifier, like beads, feathers, moccasins, etc. As themselves, actors were 

upfront about taking on these roles in advance, and shared what they had learned from this 

experience, and how it impacted their own changing self-locations.  

Our focus was on the nature of colonial values, and as a group we sought to understand 

how these values translate to bias and discrimination in current judicial decisions involving 

Indigenous children.  To avoid simplification or exaggeration, we developed the workshop with 

partners (Rocky, Rupert, Roger, and Dionne) who are well-versed in believable and reasonable 

scenarios of Indigenous people involved in the criminal justice system. We developed a fictional 

story that was believable, and not stereotypical. 

 

2. The Custodian’s Rip-Off - Selfishness/Plagiarism 

In the future, I would re-consider the use of the play No Stepping Back, because of the use 

of the story The Frog Girl. According to the author, the story was written based on the idea in 

Pacific Northwest Cultures that there are parallel worlds, inhabited by animals. There is no 

indication that collaboration or partnership with any Pacific Northwest First Nation took place 
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in the writing or illustrations for this story. While I do think this story respectfully portrays 

Indigenous culture without stereotypes, I am uneasy about the lack of permission the author 

received.  The guide Pulling Together: A guide for teachers and instructors (Allan et al., 2018, p. 

44), offers several resource lists for teachers of First Nation stories that are authentic resources. 

Pulling Together also cites BC’s provincial First Nations Education Steering Committee and First 

Nation Schools Association who list qualities that make up an authentic Indigenous text. These 

are texts that:  

• present authentic First Peoples voices (i.e. are created by First Peoples or through the 

substantial contributions of First Peoples) 

• depict themes and issues that are important within First Peoples cultures (e.g. loss of 

identity, tradition, healing, role of family, importance of Elders, connection to the land, 

the nature and place of spirituality as an aspect of wisdom, the relationships between 

individual and community, the importance of oral tradition, the experience of 

colonialization and decolonization); and 

• incorporate First Peoples story telling techniques and features as applicable (e.g. circular 

structure, repetition, weaving in of spirituality, humour) (First Nations Education 

Steering Commitee and First Nations Schools Association, 2016, n.p) 

 

The Frog Girl achieves each one of these criteria except the first. This criterion and extensive 

resource list were published after the devising and writing of No Stepping Back – so this wasn’t 

available to us. When selecting the play as a component of the workshop, I understood The 

Frog Girl was a Haida First Nation story, and I did not research any further beyond this. I 
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assumed that since we knew the First Nation which it came from, that they had given 

permission to publish the story. This was my own mistake, and I suspect that since it achieves 

all of the other criteria, the parts of the story used in the play did not set off any red flags for 

my Indigenous partners who helped me select the play for our workshop. Continuing critical 

practice, and humility are vital for any teacher/practitioner to foster, and I will carry forward my 

learning into my current and future practice. 

3. The Enthusiast’s Infatuation - Superficiality/singles’ bar cruising 

I have already addressed this earlier, but it is worth repeating here. We did not simplify 

Indigenous ways of life, approaches to childcare, or the challenges that may arise in Indigenous 

contexts. However, our workshop showed one family’s situation, which, according to our 

partners, was believable and true to life. We did not attempt to show all complexity of the 

challenges that exist in many Indigenous communities, like Fetal Alcohol Spectrum disorder, 

access to drinking water, crowded and inadequate housing, alcoholism, drug abuse, etc. By 

showing one particular family’s story, we were attempting to bring participants’ attention to 

some universal injustices that Indigenous peoples face as a result of colonialism.  

4. The Skeptic’s Cop-Out - Cynicism/stony silence 

The fear of being offensive or of making a mistake can be debilitating. However, to build a 

just future, it is essential that non-Indigenous people and Indigenous people work together – as 

allies, and take up issues of racism, colonialism, indigenization, and Indigenous resurgence 

together. The Truth and Reconciliation Commission, has repeatedly encouraged all Canadians to 

do so (Truth and Reconciliation Commission of Canada, 2015).   
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Instances where non-Indigenous people tell stories about Indigenous people’s experience in 

Canada can be fraught with unethical dangers and controversy. However, if non-Indigenous 

applied theatre practitioners completely avoid these topics because they are controversial, they 

avoid the pursuit of decolonization, and are supporting the status quo and the continuation of 

racist attitudes, policies, and systems. When making theatre to expose and examine ideology 

with those who are disadvantaged because of it, we put our own positions as ‘experts’ at risk. 

However, we cannot learn from our own mistakes if we do not try. 

All parts of our lives are related to colonialism – the laws that govern our country, the 

justice system, the land where universities and courthouses are located, and without a doubt, 

colonialism complicated and influenced this workshop too. Both Indigenous and non-

Indigenous people must have courage – to take up difficult, controversial topics, and to learn 

about ethical ways of working throughout the process.   

Throughout our project, students shared how they were making sense of their own histories 

in relation to Indigenous people in Canada, and how they were understanding their own history 

in ways they had never ever considered before. Some questioned how their family land had 

been acquired, and others began to let go some of the guilt and shame they had of their own 

ancestors’, knowing that their actions could address colonialism now. In the workshop, before 

the students took on the roles of Indigenous people, they spoke about what it meant to them 

to do so, speaking of their existing relations with Indigenous people, respectful storytelling and 

portrayals, and their changing narratives of self-location. Near the end of the project, several 

students shared that they were beginning to speak about colonialism, Indigenous rights in 
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Canada, and their relations to those topics with their friends and family. This was the ‘ripple’ 

effect that Elders and Survivors had hoped for. 

I learned to resist a pan-Indigenous approach to making theatre with/about Indigenous 

people. Indigenous theatre does not look or sound one certain way (Lachance, 2018). It does 

not always include drumming or singing or dancing, and it does not necessarily require all 

Indigenous performers. Indigenous theatre, and applied theatre, is incredibly specific to the 

context and community it is embedded in – dependent on the land it was made on, who it is 

for, who it is created by, etc. Supporting Indigenous voices and representation in theatre is a 

vital component of cultural resurgence. However, the presence of Indigenous actors on stage 

should not be the only signpost of a sound ethical project. Casting is not as cut and dried as 

some (both non-Indigenous and Indigenous peoples) insist it should be. For example, director 

Ron Cunningham cast non-Indigenous actors in the roles of Indigenous people for Native 

Earth’s production, The Unplugging, because “we didn’t have the budget” (Wheeler, 2015). 

Arguably, more broadly significant is that Canadian Indigenous theatre concentrates on 

responsible partnership, process, and ally-ship (Alvis, 2016).  

Colonialist values at all levels in Canada still remains. They rear their head in conversations 

with friends (why don’t they care about the garbage in their yards?), family (employees who 

work on the reserves don’t have the same work ethic we do), and with people I meet in one off 

situations (why don’t they just get over it?).   

I shared with Rocky and Rupert the response we received at the University. This was 

Rupert’s reply:  

I think to myself, darn! I was planning to fly up on Monday and attend.  
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There is a non-Indigenous population that have strong beliefs. I honour that they 

care that much, that they’re passionate.  

 

However, we can speak for ourselves. We have the capacity, forethought, ability to 

articulate when something is okay. If we support something, to then tell us and the 

Elders that we’ve consulted we’re wrong is insulting.  

 

The Elders that I’ve talked to and explained the concern said clearly that in order for 

the people of this land to understand us better, sometimes they need to walk in their 

shoes. In doing what you are doing, and the emotion coming from those roles is 

significant. Your workshop brings very strong emotions to the forefront and 

obviously impacted those particular individuals in a way that speaks to a whole 

bunch of stuff – that is their stuff. It obviously struck a chord. And that’s going to 

happen.  

 

You guys are an amazing collection – I support you 150%.  I’m so proud of you. 

 

Questions I would have for those people: what kind of work are you doing to support 

our people?   

Rupert’s words, “we can speak for ourselves” will stay with me forever and remain a 

constant guide as I continue to do community-based research and theatre practice. 
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Furthermore, I learned that when tackling ideology, learning from mistakes and practicing 

humility in this work is essential, and so is having the courage to address ideology at all. 

My experience in this case study has encouraged me to feel proud of my Métis cultural 

heritage. I feel it is my responsibility, and every single other Canadians’, to actively engage 

with the history of colonization and cultural genocide in Canada and to deepen 

understanding of how this history maintains present oppression and excessive disparity.  
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Chapter 7: Conclusion 
 

Exposing and questioning dominant ideology is essential for theatre that aims to address 

social injustice with a revolutionary approach (see Chpt. 1). Despite the perceived value of 

gatekeepers’ involvement to address social justice issues, applied theatre that intentionally 

involves gatekeepers remains an insubstantial genre (see Chpt. 2). Still in 2021, scholars Majid 

and Velasco (2021) urge applied theatre practitioners to involve people who make decisions, 

such as those in law, politics, and social work fields.  

It is difficult to make change within institutions. Bureaucracy makes it nearly impossible to 

make even the smallest change – even if it is to maintain integrity or improve quality of existing 

systems. Often, decision-makers do not have the knowledge or experience with the work or the 

system itself; or if they do, it is likely not recent experience.  

When I think back to my childhood dreams, I had far-reaching aspirations. But, as an adult, I 

realize it is easy to give up on dreaming, imagination, and making change. Lofty goals are not 

typically encouraged in the workplace, let alone strategic plans that implement system-wide 

change to address social injustice and promote social equity. I can see how it might be easier to 

focus on change initiatives led by the younger generation, or on those who are living in 

destitute conditions. Perhaps we have more hope in others to make change than in ourselves.  

Bolton and Heathcote (1999, pp. 178–185) list the learning outcomes from the broadened 

approach to role-work they described in their book, and which I followed closely:  

1. Behaviour practice 

2. Acquiring information 
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3. Beyond acquiring information to implications 

4. Training in how to enquire 

5. Attention to detail 

6. Role work for changes in values and attitude  

Many participants analysed the discrepancies between the system requirements and issues 

of care, advocacy, support, and justice in these drama workshops. Through collective 

exploration, participants considered their professional roles and the systems they are part of 

with a critical perspective. Drama made ideology more tangible, identifiable and approachable. 

Because of the drama structure, aesthetic, and the pedagogical approach I took, many 

participants commented on the objective within the subjective, and we considered whose 

interests ideology ultimately serves. Drama is playful, collaborative, and by nature, imaginative. 

Revolution doesn’t have to be violent. As drama practitioners, our ability cultivate spaces that 

open up critical thinking, and that bring gatekeepers together, rather than apart, is vital.  

Summary of Findings 
 

Maybe it’s easy to dismiss my research findings, given that the evidence of “change” in 

participants is essentially unseeable. I am reminded of Dorothy Heathcote’s (1984a) essay, 

Drama as a Process for Change,  in which she clearly argues for the concept-based approach to 

making change where the roots of an issue are examined collectively. Perspective changes are, 

by nature, difficult to prove! Frankly, the continued need for provable evidence of change in 

research speaks to the impact of positivist and neoliberal value on knowledge creation. I wasn’t 

looking for evidence of change in my participants. While I argue for a revolutionary approach to 

using theatre to address social injustice, I’m not looking for evidence of revolutionizing. I 
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undertook this research to better understand how to structure drama work to expose ideology, 

and encourage critical questioning of it and the function of the state itself. In my perspective, 

these are the initial tools to support addressing social justice issues with the intention to end 

them.  

Before I review some of the conditions across all three case studies that made it possible 

to expose and question ideology, I first want to consider the nature of stereotyping. 

Stereotyping is based on incorrect, unfounded assumptions. The success of our economic 

system relies greatly on clear separation and hierarchy according to culture, religious and/or 

spiritual beliefs, gender, sexuality, skin colour, and class. Difference, separation, delineation is 

an aspect of our daily lives in every sense. The deep-seated nature of ideology makes it easy to 

assume one person’s words or actions represent all others belonging to that (socially 

constructed) group (Bolton & Heathcote, 1999; Di Angelo, 2018). It is not my intention to 

fabricate untrue generalizations about the conditions that make it possible to question ideology 

in applied theatre for all future and current members of the state. Although the themes I 

review in this chapter were especially important for these specific case studies, they also 

correspond more generally with broader applied theatre work. In fact, many resemble the 

considerations Neelands (2010c) lists for teachers working with students age 11-14.  

Partnerships 
 

In all three case studies, forming a strong partnership occurred in different ways – 

sometimes they arose from existing relationships, and others were brand new. Even when I did 

have existing relationships with potential partners, it still took several years to reach mutual 

understanding on how drama could be used to cultivate felt understanding, rather than the use 
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of role-play to replicate reality. Sharing past participants’ feedback from other workshops 

definitely supported my approach. For those potential partners that I did not have an existing 

relationship with, my status and past experience as an applied theatre practitioner was a crucial 

factor in establishing the partnerships. It was more difficult to confirm project approval for an 

applied theatre workshop with gatekeepers than many other populations I have worked with, 

such as older adults, people who are homeless, cardiac recovery patients, new immigrants, 

inmates in a federal penitentiary, and people who had mental health issues. Gatekeepers are 

purposely not accessible. 

Safety 
 

Cultivating a ‘safe space’ to discuss difficult personal experiences and social issues is a 

long-established requirement in applied theatre (Hunter, 2008). To successfully develop and 

facilitate drama work that addressed social justice issues with a revolutionary approach, I took 

inspiration and guidance from the theory and frameworks developed for TIE, DIE, and TfD (see 

chapter three); however, I realized that tackling ideology in applied theatre with gatekeepers 

required special attention to create our ‘safe space’.  

Examining ideology is engagement in politics - the same politics that made it possible for 

gatekeepers to occupy the privileged, influential positions they benefit from – regardless of 

how much they personally support the status quo or are critical of it. This work was very 

different than professional theatre productions that expose and question ideology, which 

gatekeepers may frequent. Professional theatre productions take place outside of workplace 

and learning environments. Audience members have the choice to attend the performance, 

and their response to the drama is not shared openly, unless they choose to do so. Conversely, 
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for this applied theatre research that involved future and current gatekeepers, workshops took 

place at the post-secondary institution or workplace. Participants were either required to 

attend; or it was optional, but strongly encouraged by their colleagues. The suggested level of 

participation was significantly more demanding than an audience member attending a play, and 

gatekeepers’ engagement was rarely anonymous. A further distinction to recognize, is how this 

work also differs from other applied theatre work which involves ‘oppressors’, such as Jennifer 

Hartley’s (2012) work with victims and perpetrators of genocide. Unlike Hartley’s work, where 

participants metaphorically or literally wear their stance on their sleeve, in this research with 

gatekeepers, it was not immediately obvious who, if any, was critical of ideology and the status 

quo. Our workshop disrupted the tradition of keeping secret one’s own political views.  

All three workshops occurred in the same spaces where the participants regularly 

worked together. I think this provided some assurance that their contributions would remain 

confidential within their learning community. I think back to the Theatre for Living maladjusted 

legislative theatre performance I attended, which had over 300 audience members. If a 

politician or policymaker had identified themselves as such, and then intervened as a spect-

actor, they would have been closely watched (and evaluated) by the audience. For all three 

case studies, there were no outside audience members.   

Participants were not being assessed on their skills while they took part in the drama 

and I think it helped to, as Bolton and Heathcote (1999) say, “reduce the staring” (p. 169). 

When introducing all three workshops, I informed participants that they could step out of the 

drama and observe at any time, and that this would still be considered active participation. 

Providing the option to observe took the pressure off participants significantly.  
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The drama work we did in all three case studies was not directly related to skill-based 

assessment. Unlike the role-work in medical student assessment, which is primarily in high-

stakes exams, our use of drama in education was for learning - to explore and consider social 

injustice creatively and critically.  

Lastly, to ensure participant confidentiality for the judges’ project, the students and I 

signed non-disclosure agreements. Participants were made aware of our promise of 

confidentiality, and some participants remarked that our oath contributed to their feelings of 

safety to participate in the workshop.  

Co-authorship 
 

Co-authorship was integral to my ethical framework for research and practice, and it 

also enhanced the validity of our drama work. There were aspects of co-authorship in each 

case: co-authorship with people who had lived experience with the topic, the gatekeeper-

partners themselves, and with the participants in the workshop. It was important to the 

gatekeepers who I partnered with that the drama workshops were created in collaboration 

with those who had direct experience with the issues we were addressing. While this is a fairly 

standard tradition for devising in applied theatre, it is not usual practice for developing drama 

in education workshops. The fact that the scenarios we explored in the workshop were 

validated by people who had direct experience with the issue contributed to the seriousness of 

the issue, and the importance of our drama work. I sent my gatekeeper-partners drafts of the 

workshop, and I verbally walked them through the workshop in advance, to ensure the topic 

and the treatment of the topic would be accurate from their perspective (in their current role 

and from within the institution) and relevant for participants.  
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Rather than facilitating a ‘living through’ drama, where a facilitator allows for 

‘spontaneous development of the drama’ (Neelands, 2010b), I chose a more structured 

‘convention’ approach – similar to the approach taken in Lessons for the Living (Clark et al., 

1997). This approach was effective, given that most of the participants I worked with did not 

have an existing affinity with drama (only two participants from all three case studies proudly 

shared with me that they had done some drama in their past).  

Similar to Bolton and Heathcote’s approach (1999, p. 172), I structured all of the 

workshops to begin with conventions that participants were likely accustomed to; such as list 

making, role on the wall, and observation of a tableau or scene. When structuring, I considered 

how the content and engagement of voice and body could slowly build on the one before it. 

When structuring the law students’ workshop, I talked through how the participants were likely 

to respond with my mentor, Barb Hill. She taught me to imagine each activity in detail, and to 

ensure that each activity related to the key question. I used this same approach when creating 

the other two workshops.  

During the initial activities for all three workshops, participants remained seated, 

making it easy for some participants to more cautiously and subtly engage. We slowly 

progressed to taking on roles and to physically representing concepts, using tableaux creation, 

spectrum of difference or small group discussion. Next, we tried active improvisation, where 

participants would take on a role and “live through” a scenario. To provide protection for 

participants during these improvisations, participants improvised simultaneously (without an 

audience) or in small groups using collective role.  
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The conventions approach I took to structuring made it possible for participants to 

create their own characters, and to choose their own paths to investigate concepts. Every 

component of the workshop was informed by the one before it, but it was not dependant on 

any specific content that had to occur. While it may not have been comparable to the level of 

co-authorship in a ‘living through’ drama education approach, I am confident that participants 

were co-authors of the workshop, because I supplied the holding form and the story, and 

together, we created the content. 

Relevance  
 

Fiction offers safety and encourages creativity, but in the workplace or post-secondary 

classroom, it can easily appear irrelevant and quickly lead to disengagement. My Indigenous 

partners strongly supported an indirect approach through story, but the use of fiction to discuss 

concepts was definitely more difficult for my gatekeeper-partners to grasp. I had to listen 

carefully for relevant narratives throughout our discussions.  

Like my gatekeeper-partners, many participants expected the social justice ‘issue’ to be 

addressed directly. I structured each workshop so the ‘issue’ was immediately clear, but our 

drama was not message-laden, or issue-based. I used fiction to encourage reflexivity and critical 

questioning. For example, in the workshop for judges, we first introduced the Levels of 

Explanation as an analytical framework to identify socio-politico-economic influences that 

shape individual human actions. First, we looked at the simple act of littering - not an action 

which is necessarily related to racism. By the end of the activity, we had built upon the first 

action to consider how ideology influences the act of littering when a white person knowingly 

litters in an Indigenous person’s yard. After that, we explained that the purpose of the 
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workshop would be to better understand how individual actions and systems can be influenced 

by colonialist values. I hoped the participants would keep this framework at the forefront of 

their minds as we investigated examples of state care for Indigenous children, both in the 

Indian Residential Schools, and currently in the justice system. In the workshops for law 

students, we began by listing effective communication skills, but rather than “practicing” those 

skills in the workshop, we explored a fictional client’s story. By structuring the workshop in this 

way, I hoped to generate felt understanding of the words we had listed at the beginning. The 

line of inquiry we identified at the beginning of all three workshops was meant to focus our 

thoughts, and to initiate interest and questioning. This served the participants and my partners’ 

need for the drama work to be immediately and obviously relevant, but did not limit us to a 

simplistic, message-laden drama.  

Showing contradiction 
 

I predicted that showing contradiction between personal wellbeing and the socio-

politico-economic context and interests would be a vital aspect of creating opportunity to 

question ideology for the gatekeeper participants, and still, after having completed this 

research, I think it was. In the drama for law students, we showed contradiction between the 

client’s needs, and common perceptions of ‘professionalism’ in law. Many students remarked 

that, contrary to their previous understanding of professionalism in law, this workshop 

demonstrated that professionalism is not about wearing a suit, carrying a briefcase, or knowing 

all of the answers as an expert. By the end of the workshop, many remarked that true 

professionalism is conveyed when lawyers treat all clients as equals, and honestly express the 

limits of the court system, and their own knowledge and capabilities.  
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In the workshop for public administration students, the drama showed contradiction 

between the mother’s perspective and needs, and the systems, the processes, and the people 

within public administration; all which claimed to serve public interest. It was evident that since 

systems are set up to easily serve themselves, they can be a barrier to the user. The circular 

teacher in role exercise deliberately exposed and demonstrated the ‘logic’ that legitimizes this 

state-centred system. Students experienced first-hand how collaboration between previously 

siloed offices can better serve the public. At the end of the workshop, when we gathered all 

into one room, we realized there were no excuses left to make. The administrators (in role) 

listened to the mother, and collectively accepted failure of the system. 

In the workshop for judges, location and space emphasized contradiction. The 

similarities between colonial power in No Stepping Back, the court room layout, the nun’s habit 

(which is similar to the robes worn by judges and attorneys), and the provincial crest which 

hung prominently at the back of the courtroom were strikingly apparent. These similarities 

highlighted contradiction between the Indigenous perspective from the Haida-inspired The Frog 

Girl story, the portrayal of Mela, and in her relationship with her grandmother and the Elders 

who she consulted during the drama (who were played by actual local Elders and our 

Indigenous partners). The warmth they offered to support Mela, versus the cold space of the 

court room was observed and noticed by many participants.  

As Neelands (2010c) describes, the conventions approach I took to structuring these 

drama workshops was episodic. We did not follow a linear story with direct cause and effect. 

Using the elements of the dramatic art form in structuring the work, I manipulated time and 

space, sometimes jumping ahead, and other times looking at one moment or idea from several 



 227 

different angles. In this manner, I could ensure our drama maintained tension, and focused on 

demonstrating contradictions.  

Affect and effect 
 

I witnessed significant, affective moments experienced by participants in all three case 

studies. These were occurrences when participants were firmly situated in the moment, and it 

was visible through their silence, their careful attention to physicality, role-taking, and their 

treatment of signifiers beyond their material existence. I know that these workshops were 

short-lived flashes in the context of the participants’ professional development learning; but I 

strongly stand behind them. These drama workshops will contribute to an ongoing momentum 

- a collaborative culture in the workplace which will likely value emotion as a way of knowing, 

and which encourages critical questioning of seemingly fixed systems amongst its associates.  

Each one of my partners observed their colleagues or students taking part in the drama 

workshops, and my gatekeeper and Indigenous partners’ openness to further collaboration 

speaks to their perceived value of the drama that we created together. I developed strong 

relationships with all of the partners that I collaborated with, and I continue to be in contact 

with them. While the worldwide COVID-19 pandemic may have paused our future 

collaborations, I know their doors remain open.  

Dedicated space for critical thinking 

The collective, critical consideration of dominant ideology which occurred in this 

research gives me hope for systemic change. Ideology can be counteracted with intentional 

collaboration, and creativity. We need dedicated spaces where we can calculatedly examine the 

ideas that support capitalism, and our own tendencies and temptations to draw lines in the 
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sand between “us” and “them”. Skilfully structured and facilitated drama pedagogy brings to 

the forefront value of life expereince, celebrates the uniqueness of all life stages, and 

encourages collaborative learning in community, professional, and institutional learning spaces. 

From an adult education lens, the pedagogical theatre process can be a vessel for 

transformative learning – one which takes up Freire’s (1970) challenge of conscientisation, and 

supports revolutionary praxis which directly rejects the existing praxis of the “dominant elites” 

(pg. 126).  

As I look to future research, I will pursue the use of drama as a learning medium to 

support Indigenous cultural resurgence, intergenerational knowledge sharing, and (First) Nation 

to gatekeeper knowledge sharing. For instance, in recognition of the vital importance of salmon 

in the T’Souke and lək�ʷəŋən peoples on whose traditional territory I live and work, I could 

facilitate an intergenerational, community-based project with youth and Elders. The youth 

could make dramas about the vital role of salmon in the ecosystem, in supporting the 

continuation of their culture, and their own locations in relation to salmon protection and their 

own culutral resurgence. The youth’s work could then be presented to gatekeepers who are in 

the Ministry of Fisheries and Oceans, followed up with a workshop (in which the youth and 

Elders participate) for the gatekeepers to consider their own policies and procedures.  

Personally, I found that tackling ideology in applied theatre requires a lot of courage. It 

means that I have to be ready to be wrong, to reflect, and to stand up for what I think is right. 

In the past eight years, my positionality and self-location have changed as I have considered 

how ideology is manifest within myself. In particular, I continue to learn about my own Métis 

cultural heritage. I deeply consider, both individually and in community, what the socio-politico-
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economic implications are of self-identifying as Métis, and I have committed to participating in 

as many Indigenous cultural community events as I can.  

Freebody et al. (2018) assert that applied theatre practitioners and scholars rely on each 

other. Similarly, when theorizing on how to attain happiness at work, the Dali Lama (2003) 

explains the reliance that all employees have on one another in the workplace. Not only do we 

require qualities such as an openness to learning, patience, respect, compassion, love, and 

reflexivity within our applied theatre projects and partnerships, but to strengthen our ability as 

facilitators to structure work that exposes and questions ideology, we need to practice the 

same principles with one another. Maskalyk and Courchene (2021) wrote about how equality 

can address racism towards Indigenous people in the healthcare system:  

 

The root of these erosive attitudes, whether it is formed around race, sex, age, 

income or some other arbitrary line, comes from the colonial belief that nature is a 

pyramid, with humans at the top, animals below, bugs near the bottom. This type of 

hierarchical thinking continues within each stratum, with some members of the 

human family certain they occupy a superior, or as worryingly, a less deserving 

position. This attitude of dominance, first over the earth, and by extension one 

person over another, kindles pandemics, climate change, insurrection, violence, 

inequity and addiction. Only by appreciating our true place in nature as equal to and 

dependent on every other part of it, will we know freedom from these. There is no 

greater goal than safe spaces centered on respect and compassion.  
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While I undoubtedly favour a revolutionary approach to addressing social justice issues in 

applied theatre, I remain open to using a variety of drama conventions, creation methods, and 

facilitation approaches to achieve those ends. Every project is contextually specific. When 

assessing others’ work, compassion, respect, and consideration of the participants’, partners’, 

and facilitators’ own learning must be acknowledged and respected. This worldview, influenced 

and supported by the Learning Principles (“First Peoples Principles of Learning,” n.d.), and 

Elders’ Teachings remain at the heart of my own ontological and epistemological foundations 

and approaches. I believe that in order for our field of applied theatre to truly contribute to 

critical consciousness in a meaningful way, these values always need to inform applied theatre 

practice and academic community.   

The future  
 

Having considered how applied theatre can address social injustice in depth, I realize 

how important it is for emerging applied theatre facilitators and scholars to intimately 

understand social injustice: its root cause, the diverse approaches to addressing social injustice, 

and the implications of those approaches. From 2004-2008, the undergraduate-level drama 

performance classes I took had no relation to social justice theory whatsoever, and neither did 

the electives I chose. I thought I was not ‘smart’, so I purposely avoided courses that discussed 

social and political theory. While I was a doctoral student and a sessional instructor, I 

encouraged my (mostly female) second year applied theatre students to educate themselves 

about politics. Together, we explored how applied theatre that aims to address social injustice 

is political – even if it does not intend it. I aimed to empower my students to confidently and 

intentionally address politics and consider economic influences within their creation processes. 
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In addition to a firm social justice perspective, the intentional treatment of an issue 

within drama should be paramount. Ethics, representation, the genres of applied theatre, are 

the typical focus in applied theatre scholarship for emerging practitioners. It is not enough to 

make drama that discusses and focuses on issues of social justice. We need more emphasis, in 

both scholarship and teaching, on the treatment of social justice issues in the drama work to 

avoid work that is unknowingly supporting reformist change and the status quo.  

When the nine students and I worked together to develop and deliver the judges’ 

workshop, I realized that working on one project as a group was an extremely effective way of 

teaching in applied theatre, rather than splitting the class into small groups to work on their 

own individual projects. We made working groups and divided up the workshop. As the lead 

facilitator, I was able to spend ample time coordinating opportunities for our judicial and 

Indigenous partners to collaborate with the students throughout the workshop development 

process, and the students’ research benefitted everyone in the class, including me. This 

approach reminded me of Dorothy Heathcote’s ‘Mantle of the Expert’, where students 

simultaneously work together on one large-scale project. As the facilitator, I was supporting 

students through their inquiry into this social justice issue, while working alongside them to 

create the workshop for judges.   

Finally 
 

I stand by the importance of providing ongoing applied theatre workshops that address 

social injustice with a revolutionary approach for future and current members of the state, in 

both post-secondary institutions and workplaces. Continued work of this kind is a valuable way 

to start critical conversations about ideology with current and future gatekeepers. Together, we 
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can reflect on how ideology is manifest within ourselves, our workplace culture, and the 

systems we support. Given the growing momentum of arts-based pedagogy, community-

engaged learning, experiential learning, Indigenous education, and decolonization initiatives, 

there are countless opportunities for this work. Simulated patients and clients are already in 

medical schools, nursing programs, social work programs, and law schools throughout the 

world. Applied theatre can deepen the formulaic role-work to aim for felt understanding and 

critical consciousness. Shifting our mind set from apathy to active engagement is possible, and 

desperately needed.  
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Appendix B:  Jack Chambers 
As a child, Jack liked writing. He would spend hours writing poems and short stories.  In grade 
two, he even won a regional short story competition.  By the time Jack was in high school, his 
parents and his sister Anna suspected that something wasn’t quite right.  He seemed moody. 
He resented other students and teachers at school for almost no reason. In grade ten, his 
grades started to suffer.  When he was 18, he started chain-smoking cigarettes.  When his 
mother asked him to quit, he replied “quitting smoking is a conspiracy against the government, 
mom. That’s what they want us to do.”   
 
A few months after he graduated high school, things changed drastically.  He began staying up 
late at night, sleeping almost 16 hours a day, and writing stories that just didn’t make sense. His 
girlfriend of three months broke up with him because he believed a secret agency had inserted 
a microchip into her brain so they could spy on him.   
 
A few days after the break up, he was found at his ex-girlfriends’ parents house at 11pm, 
arguing with her parents on their front lawn.  He was taken to the Eric Martin psychiatric 
hospital and was admitted by certification. Many tests were run, and the diagnosis was 
schizophrenia.  He was given the anti-psychotic drug, olanzapine, and attended regular 
cognitive behavioural therapy sessions with a psychiatrist.  He was also set up with a case 
manager to meet with on a regular basis.   
 
Jack is now 55. Since his first stay at the psychiatric hospital, his life is somewhat up and down; 
sometimes he feel really good, and is on regular medication – this can last up to a year, and 
other times stress (like a death, moving, or a break up) induces auditory hallucinations (which 
sound like they’re happening outside his head) and delusions. Over the past 37 years, since his 
first stay in the psychiatric hospital when he was 18, he has been admitted to the ward four 
other times.   Anna has always tried to help where she could, visiting him once a month to 
make sure that he pays his bills on time, and sometimes brings over a frozen casserole.  
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Appendix C: Jack’s current situation 
Jack rents a one-bedroom apartment in Esquimalt, which he signed a BC Tenancy agreement 
for.  He has lived there for seven years, and has a cat, named Binky.  Jack currently makes $900 
per month from social assistance, and his rent is partially subsidized by the provincial 
government.  
 
About six months ago, Jack quit taking his medication.  He had been quite stressed at the time, 
as he was trying to get a van running so he could make some extra money with a paper route.  
The van wouldn’t start, and Jack lost his route.  During this time, he lost touch with his current 
caseworker.  He also missed his appointment with his psychiatrist.   
 
A few weeks later, he noticed that things started going missing in his apartment.  He was sure 
to lock the door each time he left, but he just couldn’t find some of his important written and 
mental documents.  It got worse as time went on. Sometimes at night, he could hear someone 
rustling around in his apartment.  His caseworker called him several times to check-in and left 
messages, but he didn’t trust his answering machine.  He stopped using his debit card and 
cheques as much as possible, so as not to leave a paper trail.   
 
In the months to come, Jack began to see someone outside of his apartment window, watching 
him.  He knew they were plotting to enslave him, so Jack began to write all of his thoughts 
down in story form, in order to preserve himself.  He rarely left his apartment.  The garbage in 
the apartment piled up, and so did Binky’s used kitty litter.   
 
Three months ago, Jack realized that his landlord was now in on the conspiracy to steal his 
thoughts. He made sure to pay his rent with cash, and did not receive a receipt for payment.  
He avoided paying rent two months ago altogether, so he wouldn’t have to see his landlord.   
 
One month ago, his landlord knocked on his apartment door and requested a meeting – he had 
been receiving some complaints from the neighbors of loud noises late at night, as well as 
strong smell coming from his apartment.  Jack started yelling at the landlord, telling him he had 
no right to enter his apartment or tell him what to do. At the end of last month, Jack’s landlord 
gave him a one-month eviction notice.    
 
As soon as Anna heard about Jack’s eviction notice, she made an appointment at the Law 
Centre. Jack backed out of the meeting at the last minute.  Anna is worried that Jack will be 
taken advantage of because of his schizophrenia – and she can’t let him stay at her place.  If he 
doesn’t have his own apartment, he has nowhere else to go.   
  



 260 

Appendix D: The Magden’s 
A woman and a man were standing near a lamppost. Its base was piled high with flowers. A 
passerby asked the couple what had happened. A small, middle-aged woman looked up with 
red, swollen eyes, and replied “our only daughter, who was 21, was killed here last night.” The 
passerby shared condolences with the parents. The mother shared more: “Hannah came home 
early in the morning around 1 a.m. from a party. She got out of a taxi, and went around the 
back of the cab to walk across the street to her apartment. Another cab, coming down from the 
other direction hit her.  Her body was found across the street. She died upon arrival at the 
hospital.”  The parents and the passerby talked for a while longer, and as they were saying 
goodbye, the mother said, “I can’t help but worry about the cab driver. He’s just a young guy. 
The last thing we want here is two tragedies. We don’t want him suffering all his life around the 
horror of having killed somebody. We’d like to talk with him and let him know that there’s no 
bad feelings, and that he needs to set himself free.”   
 
Shortly after this day, the case went to litigation. It was advised that the two parties should not 
talk to one another. This was now a legal matter – no one knew where the finger would be 
pointed. Some information had to be cleared up first.  
 
Some signs of poor police work began to emerge – so the mother and father sought some 
accountability from the police. As a result, another local district police department reviewed 
the investigation, and released this statement: “In my opinion, the actions of these two officers 
were more than mere performance deficiencies, rather crossed over to misconduct. Their 
actions fell below the minimum standards of the expectation of a police officer in an 
investigation.” 
 
But three years later, the mother, Joey, and the father were still struggling to get information 
from the police about the details of that investigation: “We’re just trying to retrieve the police 
files and they won’t give them to us. They’re trying to blame it on our daughter – that she was 
drinking – but she was clean. Besides, we found out that cab driver was speeding. I’m scared to 
come back to the community where she was killed. People must hate us.”   
 
Joey recounted: “I got lost in the system. I called the attorney general, who told me to go to the 
solicitor general, who told me to go to the BC Police Commission, who told me to go to the 
mayor, who told me to go to the chief administrative officer. I feel like I got nowhere”. 
 
Joey and her husband kept their own research in a bag. It was stuffed with handwritten notes, 
letters, responses, and sticky notes. Each had meticulously written notes in the margins. She 
brought it to every meeting, “as a statement”.   
 
In court, Joey and her husband asked that they give the cab driver a ticket for speeding, but 
they wouldn’t, because it would be too small a thing. After that, Joey’s husband was so upset 
he drove down to Victoria to demand an apology. Joey was concerned for his safety because he 
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was so distraught and called the police. When the police pulled him over on the highway, her 
husband shot himself in the car before they approached the window.   
 
When a community member heard this story, she convinced the community leaders to have a 
meeting to give Joey a chance to tell her story.  The community leaders reluctantly agreed.  
 
Joey brought a carload of boxes stuffed with papers.  She hauled all of her boxes inside. She 
was told she had 20 minutes. Dumbfounded, Joey began telling her story. Two hours later, 
many of those who attended were in tears. The meeting conveners had thrown out their 
agenda. Those who attended the meeting resolved to dedicate a bench to Hannah in a 
prominent place in their community.    
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Appendix E: Public Administration Roles 
 
Attorney General20 

The mission of the Attorney General is to administer justice, deliver public safety services and 
programs, lead emergency management and provide legal advice to Government.  

• About B.C.'s Justice System 
Our justice system helps to keep communities safe and provide certainty, 
proportionality and, above all, fairness when dealing with criminal, civil and family law 
matters. 

• Justice Access Centres 
The justice access centres are the place to come when you need help with family and 
civil law issues that affect your everyday life, such as separation or divorce, income 
security, employment, housing or debt. 

• Family Justice 
Find general information about family law in British Columbia. 

• Family Justice Counsellors 
Family justice counsellors work in Family Justice Centres located in communities across 
the province and provide services to British Columbians going through separation or 
divorce. 

• Justice Transformation 
British Columbia’s justice system is being transformed to better meet the needs of 
citizens. 

• Protection Orders 
The Protection Order Registry is a confidential database of all civil and criminal 
protection orders in British Columbia created to help reduce violence against women, 
vulnerable adults, youth and children. 

• Legislation and Policy 
The Ministry of Attorney General often consults with British Columbians on legislation 
and policy. Public feedback is important because it helps government shape new laws 
and policies. 

• Law, Crime and Justice 
Find information on British Columbia's legal system, assistance programs and services, 
family justice help and resolving disputes outside of courts. 

• Justice Data 
Data about the justice system. 

• ICBC 
The Insurance Corporation of British Columbia provides universal auto insurance to B.C. 
motorists. They are also responsible for driver licensing and vehicle registration and 
licensing. 

 
20 https://www2.gov.bc.ca/gov/content/governments/organizational-structure/ministries-
organizations/ministries/justice-attorney-general 
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• Liquor 
The BC Liquor Distribution Branch is one of two branches of government responsible for 
the beverage alcohol industry. It operates 195 BC Liquor Stores and is one of the largest 
retailers in B.C. 

• Gaming 
The British Columbia Lottery Corporation is a Crown corporation that conducts and 
manages gambling in a responsible manner while focusing on innovation, strategic 
partnerships and community outreach. 

Featured Services 

• Court Services Online 
There are 89 court locations throughout the province, 45 of which are staffed and 
include registry services. 

• Family Maintenance Enforcement 
A free service of the B.C. Ministry of Attorney General helping families and children 
entitled to support under a maintenance order or agreement. 
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Ministry of Public Safety & Solicitor General 21 
 
Featured Topics 
 
B.C. Corrections 
B.C. Corrections helps keep British Columbians safe by managing adults who are in custody or 
under community supervision. 
 
Cannabis 
Find information on B.C.’s approach to cannabis regulation and legalization, as well as the 
current status of cannabis laws in Canada. 
 
Crime Victims 
Help is available if you have been impacted by a crime or violence. 
 
Crime Victim Assistance Program 
The Crime Victim Assistance Program assists victims, immediate family members and some 
witnesses in coping with the effects of violent crime. 
 
Criminal Record Checks (for those working with children & vulnerable adults) 
The Criminal Records Review Act ensures that people who work with or may potentially have 
unsupervised access to children or vulnerable adults undergo a criminal record check by the  
Criminal Records Review Program (CRRP). 
 
Human Trafficking 
This website provides links to human trafficking resources for victim service providers and other 
front line workers. 
 
Policing in B.C. 
With diverse communities with their own needs for policing the province receives police 
services from multiple areas, including: RCMP federal, provincial and municipal forces, and a 
First Nations administered police force. 
 
Public Safety & Emergency Services 
Find information on Emergency Management BC, response and recovery, public safety, crime 
prevention and wildfire services. 
 
RoadSafetyBC 
Works with law enforcement, professional organizations, government agencies, non-
governmental organizations and community groups toward the goal of ensuring British 
Columbia has the safest roads in North America. 

 
21 https://www2.gov.bc.ca/gov/content/governments/organizational-structure/ministries-
organizations/ministries/public-safety-solicitor-general 
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Featured Services 
Armoured Vehicle, Body Armour and Metal Recycling Permits 
Learn about permits you need to operate an armoured vehicle, possess body armour or 
purchase regulated metal in B.C. 
 
Online Criminal Record Checks 
The Criminal Record Review Act ensures that people who work with or may potentially have 
unsupervised access to children or vulnerable adults undergo a criminal record check by the 
Criminal Records Review Program. 
 
Security Industry Licencing 
Under British Columbia’s Security Services Act, businesses and individuals offering security 
services must hold a valid security licence issued by the Registrar of Security Services. 
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Office of the Police Complaint Commissioner 22 
Mandate: The Office of the Police Complaint Commissioner (OPCC) is a civilian, independent 
office of the Legislature which oversees and monitors complaints and investigations involving 
municipal police in British Columbia and is responsible for the administration of discipline and 
proceedings under the Police Act. 
 
The OPCC performs a gatekeeping function by determining the admissibility of complaints 
received from the public, initiating investigations and, when appropriate, referring matters for 
adjudicative review. The OPCC ensures that investigations by police agencies under the Police 
Act are thorough and professional and are undertaken with impartiality and fairness to all 
parties involved. The OPCC maintains records of all police complaints and Police Act 
investigations involving municipal police officers and the investigation outcomes. The office 
compiles statistical information and reports regularly to the public about these complaints and 
investigations. The Police Complaint Commissioner (the Commissioner) is responsible for 
advising, informing and assisting all parties involved in the complaint process; this includes 
complainants, police officers, Discipline Authorities, police boards and adjudicators appointed 
under the Police Act. 
 
Mission: The Office of the Police Complaint Commissioner promotes accountable policing 
within our communities and enhances public confidence in law enforcement through impartial, 
transparent civilian oversight. 
 
Vision: To engage in effective civilian oversight that provides accountability and builds public 
confidence in policing. 
  

 
22 https://opcc.bc.ca/about-us/opcc-purpose/ 
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Mayor23 
Each municipal council in B.C. consists of a mayor and councillors. All members of council have 
a number of responsibilities while in office. Through a majority vote, council members make 
collective decisions in the best interests of their communities. 
 
Mayor Responsibilities 
The mayor is the head and chief executive officer of the municipality. The mayor has all the 
responsibilities of a councillor plus a number of additional responsibilities. Under the 
Community Charter the mayor must: 

• Provide leadership to council including by recommending bylaws, resolutions and other 
measures that may assist in the peace, order and good governance of the municipality 

• Reflect the will of council and carry out other duties on behalf of council, such as 
attending ceremonies and meetings of other bodies 

• Communicate information to council, for example from the chief administrative officer 
or from meetings with other bodies 

• Chair council meetings, including overseeing their conduct, maintaining order and 
knowing the rules of governing meetings 

• Establish standing committees and appoint people to those committees 
• Provide, on behalf of council, general direction to municipal officers about 

implementation of municipal policies, programs and other council directions 
• Suspend municipal officers and employees if the mayor believes this is necessary, 

subject to confirmation by council under section 151 of the Community Charter 
 
Councillor Responsibilities 
Under the Community Charter a municipal councillor must: 

• Consider the well-being and interests of the municipality and its community 
• Contribute to the development and evaluation of municipal policies and programs 

respecting its services and other activities 
• Participate in council and committee meetings and contribute to decision making 
• Carry out other duties as assigned by the council, such as heading committees or being 

the liaison to a particular neighbourhood in the municipality 
• Follow the rules in legislation, bylaws and council policies that establish any additional 

duties and set how council members exercise their authority 
 
Municipal Council Responsibilities 
Municipal councils are empowered to address the existing and future needs of their community 
by making collective decisions that are recorded in bylaws or resolutions. Each member of 
council, including the mayor, is entitled to one vote on matters that come before them for 
discussion and decision. Such matters are wide-ranging--for example, regulatory bylaws such as 
animal control, services such as fire and police, land use regulation such as zoning, fees and 

 
23 https://www2.gov.bc.ca/gov/content/governments/local-governments/governance-
powers/councils-boards/municipal-council-organization/mayor-councillors 
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property tax bylaws, and key plans such as the official community plan and five year financial 
plan (budget). 
 
Ultimately, municipal councils are responsible for the delivery of local services to their 
community and the actions taken by the municipality. As municipalities are legislatively 
recognized by the B.C. government as an order of government with in their jurisdiction, these 
responsibilities are undertaken largely independently with limited oversight by other levels of 
government. Certain decisions made by council are not effective until they are approved or 
authorized by the provincial government, such as long-term borrowing bylaws or municipal 
boundary changes.  
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Chief Administrative Officer24 
As the administrative head of the municipality, the CAO ensures that the policies and programs 
of the municipality are implemented; advises and informs Council on the operation and affairs 
of the municipality; and performs the duties and functions and exercises the powers assigned 
to a Chief Administrative Officer by the [name of Act] and other enactments, or those assigned 
by Council. 
 
GENERAL RESPONSIBILITIES: 
1. Promote the Municipality’s Mission and Values. 
2.As a member of the Corporate Leadership Team, participate in Corporate Planning and Policy 
Development. 
3.Plan, organize, and manage the CAO’s Office. 
4.Establish and maintain an effective working relationship with staff, administration, members 
of Council, and the public. 
5.Undertake strategic and business planning initiatives and other studies to improve 
organizational efficiency and productivity as required. 
6.Recruit, select and train staff. 
7. Prepare annual budget; control expenditures, optimize various revenue sources and ensure 
cost effective operations are implemented and maximized. 
8. Maintain a high profile and public relations function in the community and province 
demonstrating a personal commitment to Municipal values and Guiding Beliefs. 
9. Serve as an effective liaison with Community Organizations and Provincial and Local 
Governments. 
10. Maintain a constant awareness of new trends and developments in the municipal 
leadership field. 
11. Ensure workplace health & safety and perform two recorded inspections annually. 
12. Demonstrate strong self-management skills and further personal development. 
13.Undertake performance management reviews for direct reports at least annually (or more 
often as required). 
 
 
  

 
24 http://www.camacam.ca/sites/default/files/inline-files/1.2%20A%20-
%20Job%20Description%20Template.pdf 





 271 

After the performance, audience members were asked to turn to a neighbour and talk about 
what they had seen.  
 
Section 5: Compliance and Defiance 
Purpose: To demonstrate how context impacts how we label or interpret behaviour.  
 
Activity - Collective consideration of “compliance” and defiance”:  
Are there similarities and differences?  
 
 
 
 
 
 
 
 
 

 
 
 
 
 
 

 
 
 
 
 
 
 
 
 

COMPLIANCE   
 
Surviving  
Follow rules and Expectations 
Obedience 
Loss of Independence 
Agree 
Submit 
Nodding along 
The way it is 
Law and order 
Following rules 
Respect 
Obey 
Agreeable 
Order 
Loss 
Invisible 
Safe 

DEFIANCE 
 
Can’t be bothered  
Standing up to authority 
Challenge 
Taking a stand 
Refusing to cooperate 
No eye contact 
Speak out 
Truth 
Fighting back 
Risk 
Dignity 
Strength 
Oppositional 
Standing 
Withdraw 
Resistance 
Revolution 
Independence 
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Activity - Create a still image:  
In small groups, show a moment in character Lisa Four Feather’s life when she was compliant or 
defiant (in the play, she was a survivor); or, show a moment in  character Jimmy Sunchild’s life 
when he was compliant or defiant (in the play, he died of a broken heart).  
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

Question: When you look at each image, what do you 
see?  
 
Authoritarian 
Self-righteous 
1000 miles away 
Self-protection 
A young offender in court 
Oppression  
Fear 
Both compliance and defiance 
Protection 
Ignoring 
Defiance – hiding or shielding a child 
I have seen that before 
Loneliness 
Intimidation 
Going away from authority 
Shunning versus shielding 
 
Note: Many participants agreed that it was possible to 
appear compliant, but to remain internally defiant.  
 



  

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

It was the justice system that got 
me into this situation in the first 
place. Maybe it can help me get 
out?  

I’m now struggling with 
drug addiction too, and I 
have no other options. I’m 
completely powerless.  

TRUS
 

NO 
 

Not much in the system that 
lends itself to hearing my 
perspective 

Doesn’t recognize 
herself in the 
justice system 

Nobody forgets 

I don’t trust other 
people can make good 
decisions for me 

If my 
understanding of 
goodness and 
God was from 
residential 
schools, then 
I’m not even 
good enough for 
horrible 

Reflective Discussion:  
• The importance of the Eagle Feather, now available in the Courts.  
• There is always meaning behind behaviour 
• Lawyers select the narrative.  
• Because we don’t have the whole picture, we’re going to build our own context. That’s what we do.  
• Compliance and defiance looked similar, but we made our own assumptions based on what we saw, and built our own story around it.  
• We wear our own context.  
• You don’t know what’s in someone’s heart.  
• People are emotionally connected to everything. In the justice system, people feel like they are herded like sheep. 
• In one recent instance, the Eagle Feather was not yet available. I felt ashamed I could not offer the Eagle Feather.  

 

Took away her voice 

Activity - Spectrum of Difference: 
If Lisa Four Feathers were a parent, how much trust would she have in the 
justice system to ensure her children’s best interests were met? Place yourself 
in the room according to where her level of trust would be.  
 



 274 

Section 6: Mela 
Purpose: To understand/demonstrate how colonial values of childcare influence the present 
 
Activity - Watch a scene:  
Mela is sitting in a black hoodie, she introduces herself, then freezes. 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
We agreed to choose four to explore: Teacher, Probation Officers, Peers, Elders 
 
 
 
 
  

Question: In this image, what do you 
see?  
 
Closed 
Profoundly unhappy 
Protected 
Anxious 

Question: Who are some people that Mela might interact with in 
her life?  
 
Peers 
Social workers 
Teachers 
Gangs 
Probation officer 
Judge, more often than she sees her own family 
Police 
Elder 
Sibling 
Shelter/Community youth workers 
People who would take advantage of her 
Hospital employees 
Counsellor 
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Activity - Circular Role Play:  
In groups of four, participants take on the collective role of one of the people in Mela’s life we 
identified earlier – Teacher, Peer, Probation Officer, and Elder. Participants discuss ‘what is best 
for Mela’, and Mela visits each group to discuss it with them.  
 
 
 
 
 
 
 
 
Activity - Gifting:  
With little to no explanation, Mela is ordered to move to a foster home. Write a short message 
to give to Mela as she leaves her grandmother’s home and enters the foster home.  
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

The teacher asks why she has been missing so many classes.  
The peer asks if she wants to go for a smoke.  
The probation officer asks her what she needs for support.  
The Elder/Grandmother Lisa Four Feathers asks her if she needs rests and suggests they 
talk about it tomorrow.   
 

• Keep your link with grandmother and community 
• Remember your name 
• Figure out who you are, what you have to offer. You are worthy and loved.  
• Keep believing. You are loved awesome.  
• Don’t be afraid to ask for help. There are many people that care about you.  
• Everything will be fine. Stay hopeful!  
• I am here for you and I am always with you.  
• You are a good person.  
• Stay strong. You matter.  
• Be the best that you can be.  
• Remember that I love you.  
• Whenever you feel lost or you feel alone, always remember you are strong, 

resilient, and no one can take that away.  
• Love yourself, you are a beautiful person.  
• Pray everyday.  
• Family 
• Remember – you are loved and people will care and support you.  
• Stay in school.  
• You are perfect. I love you.  
• Even if you are not with them, your family loves you every minute.  
• Foster children’s & advocates phone # 
• Never give up.  
• Take the help. Don’t forget who you are. 
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Section 7: The role of judges in society 
Purpose: To consider the duties and social role of judges and the values that underpin those 
functions.   
 
Activity: Sculpting:  
In small groups, participants sculpt a student facilitator into a position that shows “judges at 
work”. Participants name what they see:  
 
 
 
  
 
 
 
Activity - Research:  
Imagine you have interviewed many judges across Canada. In small groups, decide how they 
would answer each question. Share one with the group.   
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

Reading 
Thinking 
Writing 
Focus 
 
 

How aware are you of the cultural needs 
in your locality? Can judges change 
systems?  

• So broad (the levels of awareness 
amongst judges) 

• Trying to learn, while [also 
simultaneously] making 
decisions about individual cases 
before them - not social change 
agents 

• Yet, this is the perception 
• Do have ability to create space 

for change.  
• Ethical principals for judges.  

 

What steps do you take to maintain 
objectivity?  

• Open mindedness 
• Education 
• Battle against prejudices and 

stereotypes 
• Recusal 
• Reading and research 
• Listen deeply 
• Taking time to reflect 
• Talk with colleagues and legal 

counsel 
• Talk with children (and 

respond re potential trainings) 
• Remain teachable.  
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How would you describe the pressures you are put under?  
• Consider and think of biases 
• Make sure you always filter your thoughts, everything you say is recorded.  
• The biggest is the responsibility. Every decision made impacts many individuals and 

will have a profound impact on other people’s lives.  
• Pressure in domestic violence laws 
• The thought “have I just ruined somebody, these are people’s lives”.   
• Added outside pressure from personal lives but having the ability to set that aside.  

 

What would you say at judge’s priorities are?  
• Understanding facts and law to come to fair 

and just decisions 
• Being seen to make fair and just decisions 
• Trying to do the “right thing” and trying to 

figure out what the “right thing” is.  
• Not saying and showing your thoughts in 

court.  
• Trying to see beauty in the middle of all the 

ugliness.  
• Reading between the lines, determining truth 

and fiction.  
• Trying to do more good than harm.  

 

What are the rules of being a judge that 
you became aware of when you first 
started? 

• Courteous, plain language, feels 
listened to, use common sense.  
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Section 8: Final Reflection 
 
Question: How do colonial values impact ideas of effective childcare, and what part can judges 
play to support indigenous resurgence?  
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
  

• Build a body of common law aimed at these outcomes 
• Reconsider the focus on the nuclear family  
• More aware of harm 
• Legislation tells us what to do  
• Considering “harm” differently – immediate harm versus spiritual or cultural harm.  
• System views question what a safe family is 
• What resources are required?  
• Private property conflicts the way that the community raised a child. Responsible for all 

children.  
• Checking for understanding – important – know what you heard 
• I learned a lot.  
• I’m feeling frustrated – I’m coming here with more questions than I had when I arrived. 

Hard to walk away without answers.  
• Our decisions affect many things, including parents/grandparents/safety of community 
• I was surprised when I watched people give gifts to Mela. I think if everyone could 

experience 1/10 of the care of what she did today the world would be a better place… 
• The court room is a very cold place 
• Indigenous family is concerned about the child. Our narrow ideas that are represented in 

law can children cut off from a broader family – not good.  
• Safety – many indigenous children doing well.  
• We [Indigenous communities] have our own concepts of managing self behaviour 
• We need to trust the community when they come to an agreement that can be supported 

in law, making space for prayer, and ceremony. Here are examples of how I did that in 
the past.  

• Does the courthouse have to be in the Indigenous community?  
• Keep a child centered – voice – need to hear from the child.  
• Incredibly important to teach and learn our [indigenous] language. Language is 

embedded in ceremonies, teachings. Each word means more than just the word. Spirit is 
lost when we lost our language. Learning our language allows us to start speaking out if 
something next door is wrong.  

• At home, we are working on Kookum’s Law. We live that law on a daily basis – rely on 
that – I want to judges learn that law. It takes a community to raise a child. We’re very 
good at that.  
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Appendix G: Ethics application and approval 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 

 

 
i http://www.johnhowardbc.ca/regions/victoria/services/bladerunners-program/ 
ii For a description of Forum Theatre and examples of it, see Boal (1992), Games for Actors and Non-Actors, pages 
17-26. 
iii See Wooster (2016), p.82-7 for a complete account of this educational reform and its impact on TiE Companies in 
Britain.   
iv Look Back in Anger, Edward Bond’s first professional play, published in 1960 portrayed blue collar workers and 
their families in England, while his recent work focuses on social injustice and ideology more generally.  
v See paragraph 7, on http://www.goldmansachs.com/media-relations/in-the-news/archive/1-13-testimony.html 
vi This is according to a search I did through the Web of Science search engine that scanned 20 different online 
databases for articles that cited Balfour (2009).   
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3. Research team members
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applicants, co-investigators, other UVic students, assistants (paid or unpaid), community organizations, and clients. Team members
listed will have "no access" to application as a default. You cannot assign access to team members without Netlink ID. If they need a
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1. Project title
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Victoria policy to begin recruitment and data collection before receiving HREB ethics approval.

Upon approval, November 1 2019 for all aspects of this research, except case study 3, group 1. The directed study began in Sept.
2019. The option of participating in research has not yet been presented.

b. Anticipated end date for your research project
An approximate end date for recruitment and data collection.

January 30 2020

3. Is this application linked to one that has been recently submitted to the UVic Human Research Ethics Board?

No

4. Geographic location(s) of the study

B.C. and Alberta

5. Keywords to categorize your research

C. Project funding
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1. Have you and/or research team members (their names must be listed under ) applied for or been awardedsection A. Research team
funding for this project?
This information is used to permit the release of funds and to ensure proper reporting of research ethics approval to funding agencies.
Please ensure the information is this table is corrected.

Yes

Complete the following

Funding source(s)
Institution
holding
funds

Exact title used in funding application Account
holder

Funding
status Comments

University of Victoria:
Strategic Framework Impact
Fund

Theatre for education: Re-examining child
welfare system with future and current
gatekeepers

Warwick
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University of Victoria: LTSI
Strategic Initiative Indigenous
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welfare system with future and current
gatekeepers
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2. Will this project receive funding from the US National Institute of Health (NIH)?

No

3. If you are a faculty member and have indicated above that you have applied for external funding, have you submitted a Research
Application Summary Form to the Grants or Contracts unit in the Office of Research Services?
You must submit a research application summary form to the grants or contracts office every time you apply for external funding.
Provide explanation, if you haven't done so.

Not applicable

Comments

We received the LTSI grant with the agreement that we would not receive the funds until receiving ethics approval.

D. Multi-jurisdictional research

1. Does the proposed research require Research Ethics Board (REB) approval from one (or more) of the institutions that are part of
Research Ethics BC (REBC), listed below? If your answer is ‘yes’ or you are unsure, please STOP completing this form and contact
HRE office as soon as possible. 

Effective January 1, 2019, research ethics applications for all studies that involve UVic and one or more institutions listed below, must be
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Harmonization (a single coordinated review with the other institution(s) listed) may apply if you will be conducting research under the
auspices of any of the institutions listed (involving staff, patients, health records, sites and/or recruitment through their sites, including
recruitment via poster placement), as well as when members of your research team consist of faculty, staff and students from the BC
institution(s) listed below. Please check with UVic HRE office if you are not sure whether your study will need to go through harmonized
review.

No

a. If you answered "yes" to question D.1, please check all the REBC research ethics boards involved in this research

 University of Northern British Columbia

 University of British Columbia - Clinical Research Ethics Board (CREB)

 University of British Columbia - Behavioural Research Ethics Board (BREB)

 University of British Columbia - Okanagan

 BC Cancer Agency

 Children's and Women's Hospital
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 Simon Fraser University

 Island Health

 Fraser Health

 Interior Health

 Northern Health

 Vancouver Coastal Health

 First Nations Health Authority

 British Columbia Institute of Technology

 Thompson Rivers University

 Langara College

2. Does the proposed research require Research Ethics Board (REB) approval from other ethics board(s) not part of REBC?

No

3. If you have answered "yes" to question D.1 and/or D.2 above, please indicate your role in multi-jurisdictional research project (Check
all that apply)
If you answered "Yes" to question D.1 please STOP completing this form and contact HRE office ethics@uvic.ca, 250-472-4321 or
250-472-4545 as soon as possible.

 Recruiting Participants

 Collecting data

 Analyzing data (with or without identifiers collected by you and/or your UVic research team members)

 Analyzing data that contain identifiers: data to be collected by non-UVic research team members as outlined in this application

 Analyzing data that does not contain identifiers: data to be collected by non-UVic research team members as outlined in this
application

 Dissemination of results via publications, reports, conferences, internet, etc.

 Other

4. Additional information

E. Other approvals and consultations

1. If additional request(s) for permission/approval are required please complete the section below (check all that apply)

Other approvals and consultations
Yes,

approval
uploaded

Yes, will
provide as
received

No
approval
required

a. School district, superintendent, principal, teacher 

b. Health authorities outside BC involving staff, patients, health records, sites and/or
recruitment through their sites (including recruitment via poster placement) 

c. Other regional government authority 

d. Community group (e.g. formal organization, informal collective) 

e. UVic Biosafety Committee approval 

f. Other approval 

Please upload proof of having made request(s) for permission or any permission/approval documents that you received. Please forward
approvals upon receiving them. Be assured that ethics approval may be granted prior to receipt of external approvals.
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Comments

F. Scholarly review

1. What type of scholarly review has this research project undergone?

 External peer review (e.g. granting agency)

 Supervisory committee or supervisor - required for all student research projects

 None

 Other

Please explain

Internal UVic grants review committees

G. Researcher(s) qualifications

1. In light of your research methods, the nature of the research, and the characteristics of the participants, what training, qualifications,
or personal experiences do the principal investigator, the principal applicant, and/or your research team members have?
E.g. research methods course, language proficiency, committee experience, training on the equipment to be used.

Arts-based, community-engaged research: I possess extensive professional experience as an applied theatre practitioner,
including working with diverse cultures, indigenous people, and people associated with the justice system. I have experience in
several contexts using arts-based research methods: as a research assistant working with ethnography, and as an MA student
using reflective practitioner research. I have also taken a research methods course during my MA degree at UVic. 

Committee expertise: All members of my committee have experience conducting arts-based research in community settings. My
supervisor, Warwick Dobson, was Education Director at the Duke’s Playhouse in Lancaster, UK, where  he was responsible for the
Theatre in Education company.  He devised, wrote and directed over twenty theatre in education projects. In his capacity as UVic’s
University Scholar in Applied Theatre, he has designed a number of similar projects with undergraduate and graduate students. He
was the lead deviser and writer of the original No Stepping Back project in 2016. This play will be used in case study 3 for this
research project.

H. Research Involving the First Nations, Inuit and Métis Peoples of Canada

The  is designed to serve as a framework for the ethical conduct of research involving Aboriginal (including FirstTCPS2 (chapter 9)
Nations, Inuit and Métis) or Indigenous peoples, regardless of where they reside or whether or not their names appear on an official
register. Its purpose is to ensure, to the extent possible, that research involving Indigenous peoples is premised on respectful
relationships and encourages collaboration and engagement between researchers and participants.

This Policy acknowledges the role of the community in shaping the conduct of research that affects First Nations, Inuit, and Métis
peoples. The nature and extent of community engagement should be determined through discussion with, and under the advisement of,
the relevant community, taking into account relevant characteristics and protocols and the nature of the research.

The  recognizes that research with Indigenous communities or involving Indigenous peoples mustUniversity of Victoria Indigenous Plan
be conducted in a respectful and culturally appropriate manner, following protocols regarding entering community sites, engaging with
communities, Elders and Knowledge Keepers, acknowledging cultural knowledge and cultural property, and disseminating research
findings.

1. Conditions of the research

a. Will you be conducting research that is situated on any of the following kinds of lands or waterways: First Nation reserves, Indigenous
settlements, Indigenous lands under self-government agreements, territories with Indigenous land claims agreements, or other lands
designated by Federal, Provincial, or local governments as Indigenous territory?

No

b. Do any of the criteria for participation include belonging to an Indigenous nation, community, group of communities, or organization,
including urban Indigenous populations?

No
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c. Does the research seek input from participants regarding Indigenous cultural heritage, cultural practices, artifacts, Indigenous or
traditional knowledges, or distinct characteristics of Indigenous experience or reality?

No

d. Will Indigenous identity or membership in an Indigenous community or group (e.g. Métis Nation) be used as a variable for the
purposes of analysis?

Yes

e. Will the results of the research make specific reference to Indigenous communities, homelands and/or waterways, peoples,
languages, histories or cultures?

No

2. Indigenous engagement

a. Processes and protocols for engagement differ across communities, organizations, committees, and groups, as well as across
different research contexts. Describe the process that you have followed with respect to Indigenous engagement.
Include any documentation of collaboration (e.g. formal research agreement, letter of approval, email communications, advisory
committee, mentorship, etc.) and the role or position of those consulted (e.g. Elder, Knowledge Holder, governing body, Chief, etc.),
including their names, if appropriate.

We are partnering with Native Counselling Services of Alberta (Robyn who is the Executive Director and Rocky who also works
there) and Yellowhead Tribal Community Corrections (Rupert). We met in August to discuss the details of our partnership and
have exchanged a few emails since (see documents: NCSA Partnership;YCCTS Save the date; Notes from Aug Mtg). 

We have contacted UVic’s Centre for Indigenous Research and Community Led Engagement to extend our invitation to participate
in this research with indigenous students, community members, and elders (see Email to CIRCLE).

b. Explain how Indigenous community members will be meaningfully involved throughout the research process, from research design to
knowledge sharing.
Outline the plan, as developed with the community, for the outcomes of the research, including research data ownership, sharing,
storage, and governance.

Our indigenous parters have already been involved in the design of the project, as they have already reviewed and approved the
play we will use in the TIE Program. As we create the TIE Program, our indigenous partners (NCSA and YCCTS) will involve
indigenous community members that they work with to hear their responses to our work and share it with us.  

As we co-develop the TIE Program, and co-evaluate it, indigenous partners and community members will have equal say. At the
end of the research, when a final TIE Program is developed, indigenous partners and community members will have opportunity to
use and change the TIE Program as they wish. Indigenous community members and partners will be recognized on the final
program version as co-creators.

c. If you have answered "yes" to any of the questions in H.1 but have not yet engaged with the community, committee, organization, or
group, please explain why not and outline how you plan to conduct a study that respects Indigenous communities and participants in the
absence of prior engagement.

3. Comments

I. International research

1. Will this study be conducted in a country other than Canada?

No

J. Description of research project

1. Briefly describe in non-technical language
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a. The research objective(s) and question(s)

Objective: to produce and analyze three case studies that involve future and/or current members of the state in applied theatre
projects. 

The purpose of this study is engage decision makers in applied theatre, and study the features of the applied theatre project that
support participants’ ability to participate freely in the work, with particular attention to the features of the applied theatre projects
that support critical thinking. In this study, I will detail three case studies that involve people who may be (i.e. law students and
public administration students) or who are currently (i.e. judges) in powerful social positions. Each case study focuses on: 

• structure of the drama work; 
• facilitation of the drama work;
• participants’ contributions in the drama work; and, 
• participants’ reflection after the drama work.  

The case studies are: 

Case study 1: A workshop I facilitated intermittently between 2015-June 2019 to several different cohorts of law centre students in
the UVic law school, in collaboration with Professor Glenn Gallins. 
Case study 2: Four workshops I facilitated September - October 2018 for Professor Tara Ney’s Collaborative Governance course
taken by UVic Public Administration graduate students. 
Case study 3: A Theatre in Education (TIE) Program designed in collaboration with UVic undergraduate students in the theatre
department and indigenous partners. This program will delivered to UVic Law Students and to judges in Edmonton, AB. 

Research Question: What are the conditions in an applied theatre project that provide future and current gatekeepers (i.e.
members of the state) the opportunity to identify and question dominant ideology through dramatic process?

b. The importance and contributions of the research

The proposed research on the conditions that supported future and current members of the state to recognize and question
dominant ideology will be an original contribution to other scholars and practitioners in the field of applied theatre. Additional
possible outcomes of this study of worth to the field of applied theatre are: 

• the literature review, which will synthesize an area in applied theatre that has never been reviewed as a contained body of work
(applied theatre with members of the state); 
• a rare example of an applied theatre facilitator who has significantly less socio-politico-economic status than many of the
participants. The detailed and reflexive nature of my chosen methodology will consider this rarity in detail; and,
• dramatic explorations of the nature of ideology in three different facets: how it is manifest within myself as an applied theatre
facilitator, how it is manifest within members of the state, and how it is manifest within corresponding institutions and systems in
Canada. 

By delivering the TIE Program, we aim to facilitate a process of decolonization. Defined by Monchalin (2016), decolonization is:
"unlearning and undoing of colonialism...a conscious engagement with colonial structures, ideologies, and discourses" (p. 293).
Overall, the TIE Program will aim to promote reconciliation of power relations between indigenous and non-indigenous peoples. In
accordance with the Truth and Reconciliation Commission’s (TRC) recommendations, Canadians of different backgrounds will be
welcomed, including indigenous and non-indigenous people. The primary aim of case study #3 is to use applied theatre to foster
respectful partnerships between indigenous communities and the judiciary as they look towards collaboratively envisioning a new
approach to family justice. The play’s focus on the experience of children being removed from their homes provides an important
historical backdrop against which to re-evaluate the current child welfare system – which we will explore in the participatory drama
workshop afterwards.  

According to the Truth and Reconciliation Commission’s Final Report, “the most harmful impacts of residential schools have been
the loss of pride and self-respect of Aboriginal people, and the lack of respect that non-Aboriginal people have been raised to have
for their Aboriginal neighbours” (2015). This is the legacy of the residential schools. The TIE program that we will develop will draw
attention to those values that rationalized widespread disrespect, which continues to manifest amongst many Indigenous and
non-Indigenous Canadians. 

The TIE Program will address TRC Recommendation #28, and #4 – item ii. 
• UVic Law TIE program participants: TRC Call to Action #28 calls on law schools to teach students about the legacy of the
residential schools, requiring skills-based training in inter-cultural competency and anti-racism. This proposed TIE program will
facilitate analysis as students draw connections between colonial history and the current child welfare system. 
• Judges: The first section of the TRC Calls to Action addresses child welfare. Call #4, item ii, asks: "… all child-welfare agencies
and courts to take the residential school legacy into account in their decision making". No Stepping Back is about the residential
schools. The workshop we would do afterwards would aim to help participants consider the values that supported the residential
schools and their impact on our current system.
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c. If applicable, provide background information or details that will enable the Research Ethics Board to understand the context of the
study when reviewing the application

Applied theatre can be defined as the use of theatre for extra-theatrical purposes; where ‘extra-theatrical’ refers to education,
community building, and to address social justice issues. The term is an umbrella term which encompasses many sub-terms,
including Theatre in Education (TIE). 

Applied theatre often aims to address social justice issues, primarily by involving marginalized and vulnerable participants. Despite
consistent recommendations to involve decision-makers as participants, applied theatre practitioners rarely pursue this possibility.
Of those that have, they often have difficulty in achieving a balance of challenge for participants and protection. Plainly put, most
applied theatre that engages decision-makers do not provide enough proctection to participants so that they can participate freely,
and/or does not truly question the actual systems that perpetuate social injustice. 

TIE is a type of applied theatre for small groups of participants (approx. 20-40). A TIE program has both performance and
workshop elements and is structured to include participation throughout. In the TIE Program I propose, UVic applied theatre
students will present No Stepping Back, an original play developed by PhD Supervisor Warwick Dobson at UVic in 2016. No
Stepping Back looks at the moment when children were removed from their homes to attend residential schools. A participatory
drama workshop will precede and succeed the play, structured and facilitated by the researcher and UVic applied theatre students.

The goal of the participatory drama workshop will be to encourage participants to consider the extent to which colonial values are
manifest in the current child welfare system. Following TIE program delivery, applied theatre students will evaluate the TIE
Program, and the researcher will prepare a final program version.

K. Recruitment

1. Participant details

Provide details of your participants

a. Briefly describe the target population(s) for recruitment
Ensure that all participant groups are identified (e.g. group 1 - teacher, group 2 - administrators, group 3 - parents).

Case study 1: 
-Group 1: Law students who were taking the Law Centre course and participated in the drama workshop; and 
-Group 2: the course instructor. 

Case study 2: 
-Group 1: Students who participated in the MADR Collaborative Governance course and participated in the drama workshops; and

-Group 2: the course instructor. 

Case study 3: 
Group 1: UVic applied theatre students
Group 2: UVic Law School students 
Group 3: Judges
Group 4: Indigenous partners who will collaborate on the design and evaluation of the TIE Program.

b. Why is each population or group of interest?

Case study 1: Group 1 and 2: Because they were directly involved in the applied theatre workshops. 

Case study 2: Group 1 and 2: Because they were directly involved in the applied theatre workshops. 

Case study 3: 
Groups 1-3 are of interest because they will have participated directly in the drama work. 
Group 4 is of interest because their involvement and input is a vital component of the project – one which the judges insisted on. It
is impertative that I document how these participants were involved, and how they contributed to the TIE program.

c. What are the salient characteristics of the participants for your study (e.g. age, gender, ethnicity, class, position, etc.)?
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List all inclusion and exclusion criteria you are using.

Case study 1 & 2 (group 2): The course instructors themselves are teachers of future or current members of the state, and they
assisted me with the development of relevant workshops for their students. 

Case study 1, 2 (groups 1) and case study 3 (groups 2 & 3): Future or current members of the state.
I define current members of “the state” as people who are involved in the following three branches: the legislative, judiciary, and
administrators.  Future members of the state are students who are in programs like law or public administration and will likely lead
work in the branches I described above.  These participants can be any age, gender, race, ethnicity, or class. As long as they
were/are enrolled in relevant courses/programs, or are currently (or previously) held positions in the state in the legislative, judicial,
or administrative branches of the state, participants will be invited to participate in this study. 

Case study 3 (group 1): UVic undergraduate students who are participating in the directed study course that is designing,
implanting and evaluating the TIE Program. 

Case study 3 (group 4): Indigenous partners. This is a specific ethnic group, and is made up of those who self identify as
indigenous. This includes those who identify as Metis, First Nations, or Inuit. These participants can be any age, gender, class, or
race.

d. What is the desired number of participants for each group?

Case study 1: 
Group 1: I do not have a specific number of participants for this case study, as I am recounting past work. If required, I can quantify
those workshops and estimate the number of students who have been involved in them. I have done about three workshops per
year for the past five years. Usually there are 12-14 students in each cohort.
Group 2: 1 - the course instructor. 

Case study 2: 
Group 1: Again, I do not have a specific number of participants to involve in this case study. This is a recap of past work. I estimate
there were 25 people involved in this workshop, but if required, I can contact the course Professor for the actual number of
participants. 
Group 2: 1- the course instructor. 

Case study 3, group 1: I hope to involve 8-10 UVic applied theatre students.  
Case study 3, group 2 and 3: I hope to involve 30 law students, and 30 judges.  
Case study 3, group 4: I hope to involve 5-15 indigenous people as partners.

2. Recruitment and process

Provide details of your recruitment process

a. List all source for information used to contact potential participants
E.g. personal contacts, listserves, publicly available contact information, etc. Clarify which sources will be used for which participant
groups.

Case study 1 and 2: 
Group 1: Participants that were registered in the courses I was a guest lecturer in. 
Group 2: the course instructor of the two courses that I partnered with to prepare and deliver the workshops. 

Case study 3:
Group 1: Students who are already participating in the directed study course (which has already begun in September 2019) will
have the option to participate in the study or not.

Group 2: Law students.  

Attending this TIE Program is optional for students. It is an additional event, hosted by the Faculty of Law. Students are not getting
course credit for attending this event. The invitation to this workshop will be sent out by a faculty of Law Professor, Sara Ramshaw.

Students will have the option to participate in the study or not. If they chose to participate, I will include their specific contributions
during the delivery of the TIE Program and their post-workshop survey in the study. If they choose not to participate in the study, I
will not include their specific contributions during their participation in the TIE Program, or their survey. 

Group 3: Judges who have already registered for the TIE Program. 

Judges will be contacted by a third party, a Court of Queen's Bench staff member.Judges who are participating in TIE Program will
have the option to participate in the study or not. 

Group 4: Indigenous partners who have already committed to a partnership to help develop and evaluate the TIE Program.
Partners who are already participating in the development and delivery of the TIE Program will have the option to participate in the
study or not.
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b. List all methods of recruitment
E.g. in-person, by telephone, letter, snowball sampling, word-of-mouth, advertisement, etc. If you will be using "snowball" sampling,
clarify how this will proceed (i.e. will participants be asked to pass on your study information to other potential participants?). Clarify
which methods will be used for which participant groups.

Case study 1 and 2: 
Group 1: This question does not apply to these participants. 
Group 2: Email. 

Case study 3: 
Group 1: 
I will use a neutral third party to assist me with recruitment, who will discuss the research aspects and informed consent processes
with the students, in order to mitigate feelings of pressure to participate and to allow, as much as possible, an arms-length
recruitment process. 

I will also keep participants and non-participants anonymous to me and Warwick Dobson, the course instructor, until after final
grades have been submitted. Students will submit their consent forms to a neutral third party, who will maintain these securely until
after the final grades have been submitted. 

The neutral third party will be provided as a contact on the Consent Form for students who wish to withdraw from the study, or who
wish to discuss some aspects of the study outside the research team. 

Group 2: Sara Ramshaw, Professor in the Faculty of Law will email an invitation and the Consent Form to all potential participants
(see "Email Invitation for Law Students"). 

Group 3: Judges who will be recruited will be emailed the Invitation and consent form (by a third party) as soon as ethics approval
is received. 

Group 4: Indigenous partners who have already committed to participating in the project will be provided with the consent form and
asked in-person to participate in this study.

c. If you will be using personal and/or private contact information to contact potential paticipants (as stated above), have the potential
participants given permission for this, or will you use a neutral third party to assist you with recruitment?
Note that this is not a concern when public and/or business contact information is used.

Case study 1 and 2: 
Group 1: NA
Group 2: I already have their contact information - I am still in contact with them. 

Case study 3: 
Group 1: A neutral, third party will assist me with recruitment, who will discuss the research aspects and informed consent
processes with the students, in order to mitigate feelings of pressure to participate and to allow, as much as possible, an
arms-length recruitment process. 

Group 2: Professor Sara Ramshaw will send an invitation to all Law Students to register for the workshop, sent on behalf of Lauren
Jerke (see "Email invitation for law students"). 

Group 3: A third party, who is a staff member of the Queen’s Bench Law Courts, will send out the email containing the consent
form. The researcher will be available to discuss questions via email or telephone. 
Group 4: NA

d. Who will recruit/contact participants?
E.g. researcher, assistant, third party, etc. Clarify this for each participant group.

Case study 1 and 2: 
Group 1: NA
Group 2: The researcher (see "email invitation case study 1&2, group 2")

Case study 3: 
Group 1: A neutral third party will distribute and review the Consent Form with the students in the directed study. (See "Case Study
3_group 1 recruitment talking points"). 
Group 2: Sara Ramshaw will send the initial Email Invite. Lauren Jerke will be the contact person for registrants. (See "Email
Invitation for Law Students"). 
Group 3: A third party, who is a staff member of the Queen’s Bench Law Courts, will send out the email containing the consent
form. The researcher will be available to discuss questions via email or telephone. (See "Email invitation for Judges"). 
Group 4: The researcher. (See "Case study 3_group 4 recruitment talking points").

e. List and explain any relationship between the members of the research team (including third party recruiters or sponsors/clients of the
research) and the participant(s) (e.g. acquaintances, colleagues)
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Complete  if there is potential for a power relationship or a perceived power relationship (e.g.section 3 (Power relationship)
instructor-student, manager-employee, etc.). If you have a close relationship with potential participants (e.g. family member, friend, close
colleague, etc.) clarify the safeguards that you will put in place to mitigate any potential pressure to participate.

Case study 1 and 2: 
Group 1: NA
Group 2: The only relationship the research has with these two course instructors is from delivering the applied theatre workshops
I would like to discuss in my research in their courses. 

Case study 3: 
Group 1: The researcher will be facilitating the project, which students can get course credit for as a directed study for students.
The researcher will not assign grades. Warwick Dobson, supervisor, is assigning grades for the directed study. Another graduate
student in applied theatre will be the neutral third party recruiter. 
Group 2: Lauren and Professor Sara Ramshaw (host) sat on a Board for a not-for profit theatre organization last year. 
Group 3: Justice Rod Jerke is a family member of the researcher (father). 
Group 4: There is a chance that some may be acquaintances or friends of the researcher. 

See section 3 for more information on the safeguards in this study to mitigate any potential pressure to participate for case study 3,
group 1.

f. In chronological order (if possible) describe the steps in the recruitment process
Include how you will screen potential participants, where applicable. Consider where in the process permission of other bodies may be
required.

CASE STUDY 1& 2: 
Group 2: As soon as ethics approval is received, send course instructors email ("email invitation case study 1&2 group 2") with
Consent Form, and survey attached. 

CASE STUDY 3: 
1. Group 1 participants – As soon as ethics approval is received: 
a. Review consent form and 3rd party recruiter gives an oral presentation explaining the research. 

2. Group 4 participants – as soon as ethics approval is received:
a. Review consent form in person. 

3. Group 3 – as soon as ethics approval is received:  
a. Send invitation and consent form to confirmed Edmonton TIE Program participants. 

4. Group 2 participants – As soon as ethics approval is received: 
a. Workshop Invitation and Consent form sent to confirmed Law Students.

Please upload all the supporting documents relevant to the recruitment methods identified in this section
Examples of supporting documents: email recruitment script, poster, invitation letter, etc. Where draft versions are uploaded please
ensure that final versions are submitted when available. If final versions differ significantly after you have obtained research ethics
approval, you will need to submit a Request for Amendment.

3. Power relationship (dual-role and power-over)

If you are completing this section, please refer to the guidelines for ethics in dual-role research for teachers and other practitioners and
the ,  and .TCPS2 article 3.1 article 7.4

Are you or any of your co-researchers in any way in a power relationship, including dual-roles, that could influence the voluntariness of a
participant's consent? Could you or any of your co-researchers potentially be perceived to be in a power relationship by potential
participants?
Examples of "power relationships" include teachers-students, therapists-clients, supervisors-employees and possibly researcher-relative
or researcher-close-friend where elements of trust or dependency could result in undue influence.

Varies

Describe below

a. The nature of relationship

Case studies 1&2: NA

Case study 3: 
Group 1: Yes - facilitator & student. I am facilitating the course, but my supervisor, Warwick Dobson is the official instructor for the
course and will grade students' participation and assignments. 
Group 2: None. 
Group 3: Justice Rod Jerke is a family member of the researcher (father). 
Group 4: None.
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b. Why it is necessary to conduct research with participants over whom you have power relationship

Group 1: This research is about the conditions that make it possible for future and current members of the state to question
ideology through dramatic form. The directed study is to develop the TIE Program (which is the dramatic form which future and
current gatekeepers will participate in).  It is imperative that I can clearly articulate our development process in the study in order to
clearly identify all conditions. 

Group 3: I would have been unable to contact or work with the Judges in Case Study 3 if I hadn’t had the initial support from and
contact with Justice Rodney Jerke.

c. What safeguards (steps) will be taken to ensure voluntariness and minimize undue influence, coercion or potential harm

Group 1: 
-I will use a neutral third party to assist me with recruitment, who will discuss the research aspects and informed consent
processes with the students, in order to mitigate feelings of pressure to participate and to allow, as much as possible, an
arms-length recruitment process. 
-I will also keep participants and non-participants anonymous to me and Warwick Dobson, the course instructor, until after final
grades have been submitted. Students will submit their consent forms to a neutral third party, who will maintain these securely until
after the final grades have been submitted. 
-The neutral third party will be provided as a contact on the Consent Form for students who wish to withdraw from the study, or
who wish to discuss some aspects of the study outside the research team.
-In the recruitment and consent process and materials, the third party recruiter will declare the power-over situation, explaining that
even though Lauren and the students have a good relationship, and Lauren is not grading students in this directed student, as a
facilitator, a power-over relationship still exists.  
-The activities and materials will be used for research will be clearly delineated by the researcher during recruitment. 
-The recruiter will assure participants in the consent form that they have the right to refuse to participate in the research and they
can withdraw their information for the research at any time without any consequences or penalty of any kind. This means they can
still fully participate in all aspects of the course, but can decline consent for the researcher to record individual participants' specific
contributions throughout the course, including all verbal comments and written materials, and required assignments. 
-The recruiter will assure participants in the consent form that their participation or non-participation with have no effect on
outcomes (e.g., grades) nor on their relationship with the researcher or professional setting. They will also explain that there is no
disadvantage in not consenting (all students will still engage in all aspects of the TIE Program development, delivery, and
reflection.  
-The recruiter will inform participants in the consent form who they can contact if they have concerns about their rights or treatment
in connection with the research project. 
-The recruiter will use a neutral tone in the recruitment and consent materials to diminish pressure on potential participants to
participate (no emotion appeal or expression of how important the project is to me as a practitioner/researcher, or statements such
as "please help me with my study at the university"). 
-The recruiter not overstate the benefits to the field of applied theatre by participating in the study, or to their own learning about
applied theatre.

Group 3: Once Justice Rod Jerke introduced me to other employees at the Court of Queen’s Bench who organize educational
programs, it was up to me to establish a partnership. While Rod is still involved in the project, our existing collaboration is not
solely dependent on our relationship. Now, when Rod and I meet to discuss the project, we must include several other partners
and collaborators to attend these meetings.

d. How the power or dual-role relationship and associated safeguards will be explained to potential participants

Group 1: 
-I will use a neutral third party to assist me with recruitment, who will discuss the research aspects and informed consent
processes with the students, in order to mitigate feelings of pressure to participate and to allow, as much as possible, an
arms-length recruitment process. 
-I will also keep participants and non-participants anonymous to me and Warwick Dobson, the course instructor, until after final
grades have been submitted. Students will submit their consent forms to a neutral third party, who will maintain these securely until
after the final grades have been submitted. 
-The neutral third party will be provided as a contact on the Consent Form for students who wish to withdraw from the study, or
who wish to discuss some aspects of the study outside the research team.
-In the recruitment and consent process and materials, the third party recruiter will declare the power-over situation, explaining that
even though Lauren and the students have a good relationship, and Lauren is not grading students in this directed student, as a
facilitator, a power-over relationship still exists.  
-The activities and materials will be used for research will be clearly delineated by the researcher during recruitment. 
-The recruiter will assure participants in the consent form that they have the right to refuse to participate in the research and they
can withdraw their information for the research at any time without any consequences or penalty of any kind. This means they can
still fully participate in all aspects of the course, but can decline consent for the researcher to record individual participants' specific
contributions throughout the course, including all verbal comments and written materials, and required assignments. 
-The recruiter will assure participants in the consent form that their participation or non-participation with have no effect on
outcomes (e.g., grades) nor on their relationship with the researcher or professional setting. I will also explain that there is no
disadvantage in not consenting (all students will still engage in all aspects of the TIE Program development, delivery, and
reflection.  
-The recruiter will inform participants in the consent form who they can contact if they have concerns about their rights or treatment
in connection with the research project. 
-The recruiter will use a neutral tone in the recruitment and consent materials to diminish pressure on potential participants to
participate (no emotion appeal or expression of how important the project is to me as a practitioner/researcher, or statements such
as "please help me with my study at the university"). 
-The recruiter not overstate the benefits to the field of applied theatre by participating in the study, or to their own learning about
applied theatre.

Group 3: We have already and will continue to openly share with all participants that Justice Rodney Jerke is my father.

294



L. Data collection methods

1. Data collection methods

Use the following sections in ways best suited to explain your project. If you have more than one participant group, be sure to explain
which participant group(s) will be involved in which activity/activities or method(s).

a. Which of the following methods will be used to collect data? Check all that apply

 i) Interviewing participants

 In person

 By telephone

 Conducting group interviews or discussions (including focus group)

 Using web-based technology

 ii) Administering a questionnaire or survey

 In person

 By telephone

 Email

 Mail back

If using a web program with a server located in the United States (e.g. SurveyMonkey), or if there are other reasons that the data
will be stored in the US (e.g. use of US-based cloud technology, sharing data with US colleagues, etc.),you must inform participants
that their responses may be accessed via the U.S. Freedom Act. Please add the following to the consent form(s): "Please be
advised that this research study includes data storage in U.S.A. As such, there is a possibility that information about you that is
gathered for this research study may be accessed without your knowledge or consent by the U.S. government, in compliance with
the U.S. Freedom Act."

 Web-based

 Other

Describe other

Post-workshop, hand written survey.

 iii) Administering a computerized task (describe in  and/or upload documents) section L.1b

 iv) Observing participants. In  describe who and what will be observed. Include where observations will take place. If section L.1b
applicable, upload an observational collection sheet for review.

 v) Recording of participants and data

Refers to information/data that was originally gathered for a purpose other than the proposed research and is now being considered for
use in research (e.g. patient or school records, personal writings, lesson plans, etc.).

 vi) Using human samples (e.g. saliva, urine, blood, hair)

 vii) Using specialized equipment/machines (e.g. ultrasound, EEG, prototypes, etc.) or other (e.g. testing instruments that are not
surveys or questionnaires)

 viii) Using other testing equipment not captured under other categories

E.g. artifacts, paintings, drawings, photos, slides, art, journals, writings, etc.

 ix) Collecting materials supplied by, or produced by, the participants

Please specify

Case study 3 (all groups): scenes, writings, lists, drawings that arise during the development stage (group 1 & 4) and during
the delivery (group 2&3) of the TIE Program.

Refers to information/data that was originally gathered for a purpose other than the proposed research and is now being considered for295



use in research (e.g. patient or school records, personal writings, lesson plans, etc.).

 x) Analyzing secondary data or secondary use of data

Information/data is stripped of identifiers by another researcher or institution before being shared with the applicant.

 Secondary data involving anonymized information

Data contains names and other information that can be linked to individuals (e.g. student report cards, employment records,
meeting minutes, personal writings). In item L.2 describe the source of the data, who the appropriate data steward is, and explain
whether (and how) consent was or will be obtained from the individuals for use of their data.

 Secondary data with identifying information

 xi) Other

b. Provide a sequential description of the procedures/methods to be used in your research study
Be sure to provide details for all methods checked in . Clarify which procedures/methods will be used for each participantsection L.1
group. Indicate which methods, if any, will be conducted in a group setting. List all of the research instruments and interview/focus group
questions, and append copies (if possible) or detailed descriptions of all instruments. If not yet finalized, provide drafts or sample
items/questions.

OVER WORD LIMIT -- PLEASE SEE ATTACHED "L.1.b" FIRST. 

Case study 3: 

Group 1: UVic Students
Designing the TIE Program: In a group setting
• Collecting materials supplied by, or produced by, the participants. 
• The researcher will also use note-taking throughout this stage to record features of this process. 
Delivering the TIE Program: In a group setting
• Photos will be taken of participants while they are delivering the TIE Program in order to document aspects of the TIE Program
itself. 
• Observation of participants (note-taking): while they are facilitating the TIE program, their words and actions will be written down
to analyze the delivery of the TIE Program afterwards. 
Reflecting on the TIE Program: In a group setting
• An audio-recorded group discussion will be facilitated after the TIE Program has been delivered to critically reflect on the TIE
Program delivery. 
• As part of the course requirements, participants’ will be asked to hand in an annotated revised TIE Program. For the students that
agree to participate in this research, their written annotations will be included as part of the data analysis phase.  

Group 2: Law students
Participation in the TIE Program: All in a group setting, except the post-workshop survey
• Collecting materials supplied by, or produced by, the participants. 
• Note-taking: of the drama work they create, and their words and actions while they are participating in the TIE program will be
recorded. 
• A post-workshop survey will be handed out in person directly after the program. 

Group 3: Participants in Edmonton: All in a group setting, except the post-workshop survey
• Collecting materials supplied by, or produced by, the participants. 
• Note-taking: of the drama work they create, and their words while they are participating in the TIE program will be recorded. 
• A post-workshop survey will be handed out in person directly after the program. 

Group 4: Indigenous Partners: All group setting, except the annotated TIE Program. 
• Collecting materials supplied by, or produced by, the participants. 
• An audio-recorded group discussion will be facilitated after the TIE Program has been delivered. 
• If the participants are inclined, they may provide an annotated TIE Program. These written annotations will inform data analysis.

c. Where will participation take place for each data collection method/procedure?
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Provide specific location (e.g. UVic classroom, private residence, participant's workplace). Clarify the locations for each participant group
and/or each data collection method.

Case study 1: 
Group 1: UVic Law Centre Prep course at UVic, Instructor Glenn Gallins. 
Group 2: Same as above, and survey by email. 

Case Study 2: 
Group 1: UVic classroom, Instructor Tara Ney. 
Group 2: Same as above, and survey by email. 
Case Study 3: 

Group 1: 
Designing the TIE Program: 
o UVic classroom
Delivering the TIE Program: 
o In a classroom in the Faculty of Law
o In a room in the Court of Queen’s Bench Courthouse, Edmonton AB. 
Reflecting on the TIE Program: 
o UVic classroom

Group 2: 
In a classroom in the Faculty of Law

Group 3: 
In a room in the Court of Queen’s Bench Courthouse, Edmonton AB. 

Group 4: 
UVic classroom, in Edmonton, and/or remote connections through telephone or video conference.
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d. For each method, and in total, how much time will be required of participants?
Clarify this for each participant group, each data collection method, and any other research related activities.

Case study 1: Secondary data for groups 1&2: No additional time. Survey for group 2: 30 minutes. 

Case study 2: Secondary data for groups 1&2: No additional time. Survey for group 2: 30 minutes. 

Case study 3: 

Group 1: UVic Students: Project begins Sept.9th Students will be recruited to participate in research as soon as ethics is approved.
The full project hours are below. No additional time outside of the project is required from those who agree to participate in the
research. 
Designing the TIE Program: 16, 1.5 hr sessions = 24 hrs. 
Delivering the TIE Program: 2, 3 hour TIE Programs = 6 hrs.
Reflecting on the TIE Program: 4, 1.5 hr sessions = 6 hrs.

Group 2: Law students. In the first two weeks of November 2019. 
Participation in the TIE Program: 2.5 hrs
Post-participation questionnaire: 15 minutes. 

Group 3: Participants in Edmonton. Scheduled for Saturday, Nov. 16th 2019. 
Participation in the TIE Program: 2.5 hrs
Post-participation questionnaire: 15 minutes.

e. Will participation take place during participants' office work/hours or instructional time?

Yes

Please indicate whether permission is required (e.g. from workplace supervisor, school principal, etc.) and how this will be obtained

Case study 1&2: 
Group 1: NA
Group 2: No permission is not required. 

Case study 3: 
Group 1: 
Yes, permission is required from the course instructor, and will be obtained in writing. 

Group 2: Law students
Yes, permission is required from the course instructor, and will be obtained in writing. 

Group 3: Participants in Edmonton
No. A letter of support has been obtained from the Chief Justice of the Court of Queen’s Bench indicating her support for Judges to
participate in this project (see “Lauren Jerke Indigenous Program Letter #1 and #2). With regards to the Judges participating as
research participants, I have already contacted the Chief Justice (see Letter to CJ Moreau), and once I have received ethics
approval I will send her the consent form to review. Once the Chief has approved it, I will send the letter to a third part Queen’s
Bench staff member to email out the Judges registered for the workshop. 

Group 4: Indigenous Consultants 
Yes. For some participants from this group, they may be participating during work hours – primarily Rocky from NCSA and Rupert
from YTCCS. Permission to participate in the project (not in the research) has already been obtained from Robyn, for Rocky from
NCSA to participate (see “NCSA Partnership email”). No permission was needed for Rupert from YTCCS to participate in the
project. In our August meeting, we discussed the fact that I may ask them to participate in research (see “Notes from Aug
Meeting”).

2. Data collection materials checklist

Data collection methods checklist

 Standardized instrument

 Survey

 Questionnaire

 Interview and/or focus group questions

 Observation protocols

 Other
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Please make sure that you have uploaded all the documents relevant to this section. Add any other documents that you think may be
relevant to this section.
Where draft versions are appended please ensure that final versions are submitted when available. If final versions differ significantly
after you have obtained research ethics approval, you will need to submit a Request for Modification.

M. Possible benefits, inconveniences, and risks of harm to participants

1. Benefits

Identify any potential or known benefits associated with participation and explain below
Keep in mind that the anticipated benefits should outweigh any potential risks.

 To the participants

 To society

 To the state of knowledge

Please explain

Case study 1&2, group 2: 
To the participants: This will be an opportunity to consider in depth the merits of arts-based pedagogy in your discipline. 

To society: Participants may choose to share their own reflections with others in your field, or use the arts-based pedagogical
techniques they observed in their future teaching.  

To the state of knowledge: Participation in this research will help to refine our ability to design, implement, and reflect on projects
that involve perspectives of both those who may have experienced a social injustice and future decision-makers.

Case study 3: 
To the participant: The purpose of the TIE program is to more fully explore and understand what it means to decolonize the child
welfare system in Canada. 
For those that are helping to design the program (case study 3, groups 1 and 4), in the process of creating the TIE Program, it is
expected that they will have the time and opportunity to consider that question in depth. Each collaborators’ perspective will be
heard and considered. Those who are designing the program will benefit, as well, because they will gain experience in TIE
Program design and facilitation, and their ideas will contribute to the final TIE Program version. 
For those that are taking part in the TIE Program as participants (case study 3, groups 2 and 3) this will be an opportunity to
consider in depth the question of decolonization, and how colonial values have informed and influenced personal and system
decisions.  

To society: The benefits to society of this research are potential and again somewhat ephemeral, but nevertheless important. It is
rare that a group of people are able to take the time to slowly and collectively consider the foundational values that underlie our
systems. Decolonization is a topic of national interest and in order to begin this process, time is required to need to give it due
attention and consideration. Without time set aside for programs like these, decolonization is left up to the individual.  The group
atmosphere of this workshop may provide more engagement, motivation, and interest in the topic itself. 

To the state of knowledge: A TIE Program such as this one, which strives to engage decision-makers, youth (students), and
indigenous people in Canada is unique. At the moment, there is little applied theatre practice or research, even internationally, that
attempts to do so.  Applied theatre as a pedagogical approach is incredibly effective, especially for educational programs that aim
to address/discuss social injustice, such as racism, colonialism, violence, etc. Participation in this research will help to refine our
ability to design, implement, and reflect on projects that involve perspectives of both those who may have experienced a social
injustice and decision-makers.

2. Inconveniences

Identify and describe any known or potential inconveniences to participants
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Consider all potential inconveniences, including total time devoted to the research.

Case study 1: 
Group 1: No perceived inconvenience. 
Group 2: 30 minutes to complete survey. It may be difficult to recall or reflect on the workshops because they happened in the
past.  

Case study 2: 
Group 1: No perceived inconvenience. 
Group 2: 30 minutes to complete survey. It may be difficult to recall or reflect on the workshops because they happened in the
past.  

Case study 3: 
Group 1: UVic Students 
Designing the TIE Program: 16, 1.5 hr sessions = 24 hrs
Delivering the TIE Program: 2, 3 hour TIE Programs = 6 hrs
Reflecting on the TIE Program: 4, 1.5 hr sessions = 6 hrs

As participants in the research, there will be no additional requirements for these students outside of existing course requirements.

Group 2: Law students
Participation in the TIE Program: 3 hrs
Post-participation questionnaire: part of the time required above.  
Again, this will be part of the students’ course content. As participants in the research, there will be no additional requirements for
these students. Other perceived inconveniences to these participants may be their increased awareness of their own contributions
during the workshop as a result of taking part as a research participant. 

Group 3: Participants in Edmonton
Participation in the TIE Program: 4 hrs
Post-participation questionnaire: part of the time required above.  
Participation in this TIE Program is an additional commitment outside regular work hours and duties. For those that are directly
involved with committees that are re-imaging child welfare, attendance to this program may be directly relevant to their committee
work. Other perceived inconveniences to these participants may be their increased awareness of their own contributions during the
workshop as a result of taking part as a research participant. 

Group 4: Indigenous Consultants 
Participation in this study may cause some inconvenience to you, including increased awareness or consciousness of your own
contributions during the directed study, time commitment and travel to rehearsal (if relevant) and performance spaces.

3. Level of risk

The   definition of "minimal risk research" is as follows: 'Research in which the probability and magnitude of possibleTCPS 2 article 6.12
harms implied by participation in the research is no greater than those encountered by the participant in those aspects of their everyday
life that relate to the research.'

Based on this definition, do you believe your research qualifies as 'minimal risk research'?

Yes

Explain your answer with reference to the risks of the study and the vulnerability of the participants

OVER WORD LIMIT. SEE ATTACHED DOCUMENT "M" for Case study 1 &2. 

Case study 3, group 1: UVic applied theatre students – yes, it is minimal risk. Designing, implementing and reflection on the TIE
Program is on par with other applied theatre courses.
Case study 3, group 2: Law students – again, I would argue that participation in this TIE Program and the post-workshop reflection
is minimal risk for students. The subject matter is often discussed in the law school, and there are other UVic law instructors (for
example, Rebecca Johnson and Sarah Ramshaw) who regularly use arts-based teaching methods.   
Case study 3, group 3: Yes, it is minimal risk; however: Support for, participation in, and reflection on this TIE Program is
significantly different than the work-related activities that these participants are involved in on a daily basis. Because these
participants are decision-makers, their words and actions are examined more closely. This puts them at a higher vulnerability level.

Case study 3, group 4: Indigenous collaborators/consultants: Yes, it is minimal risk; however: the topics we are discussing may be
particularly sensitive. These participants will not be asked to share personal experiences that connect with our topic; however, they
will be encouraged to articulate their responses to the workshop as it is being designed.

4. Estimate of risks of harm
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Potential risks of harm Very unlikely Possibly Likely

a. Emotional or psychological discomfort, such as feeling demeaned or
embarrassed due to the research 

b. Fatigue or stress 

c. Social risks, such as stigmatization, loss of status, privacy and/or reputation 

d. Physical risk such as falls 

e. Economic risks (e.g. job security, salary loss, etc.) 

f. Risk of incidental findings (see  of the  for more information)article 3.4 TCPS 2 

g. Other risks 

Consider the inherent foreseeable risks associated with your research protocol and complete the table below by selecting the options
that best fit the potential risks listed below. Be sure to take into account the vulnerability of your target population(s) if applicable.

If other risks, please specify

5. Possible risks of harm

If you indicated in item 4 (a) to (g) that any risks of harm are possible or likely, please explain below

a. What are the risks?
I.e. elaborate on risks you have identified above.

(i) It is possible that participants in group 3 may feel embarrassed while participating in arts-based pedagogy. The TIE Program will
involve some discussion, and some performance work.  
(ii) In preparing the TIE Program, it is possible that group 4 participants experience will some fatigue or stress due to their time
commitment, and the subject matter.
(iii) Because group 3 participants are part of a special group with high social standing, their reactions and responses in the TIE
Program could be mistakenly interpreted by UVic students and indigenous collaborators/consultants to represent their entire
group, rather than their own personal view. Also, these participants’ reputations amongst colleagues could be altered based on
their contributions during the TIE Program.
(iv) Due to the nature of the potentially emotional content of the project and the TIE Program, it is possible that participants in
groups 1 & 2 may experience some emotional or psychological discomfort, and/or feelings of shame or distress.

b. What will you do to try to minimize, mitigate, or prevent the risks?

(i & iii) Group 3: At the beginning of the TIE Program, the lead facilitator will clearly state that participation in any part of the TIE
Program is entirely optional. Participants are welcome to modify tasks, observe the workshop, or leave at any time. The TIE
Program will also be framed in this way: “This is an opportunity for us to explore the idea of decolonization. We ask you to
approach this work with an openness to discover new things, and to consider old ideas in new ways. Please have patience and
respect for your colleagues who will be discovering alongside you.” This risk this group is taking will be shared with UVic students
well in advance to reduce any stigmatization that they might assign to these participants. Uvic students will be asked to withhold
participants’ name in conversation or writing after delivering the TIE Program. 

The UVic students, the researcher, and any other partners who are present at the workshop will need to sign a confidentiality
agreement given to us by the Chief Justice (please see “Letter to CJ Moreau” and "Court of Queen's Bench Draft Confidentiality
form"). We will review these conditions in detail and ensure they are followed. 

(ii) Group 4: Participation in this project is entirely voluntary, and participants can reduce or cease their involvement at any time. An
environment of openness will be stated by the lead facilitator (aka the researcher).  If participants are uncomfortable, embarrassed,
or stressed because of their participation in this project and they want to express it, they can discuss it privately with the facilitator.

(iii) Group 2: At the beginning of the TIE Program, the lead facilitator will clearly state that participation in any part of the TIE
Program is entirely optional. Participants are welcome to modify tasks, observe the workshop, or leave at any time. The TIE
Program will also be framed in this way: “This is an opportunity for us to explore the idea of decolonization. We ask you to
approach this work with an openness to discover new things, and to consider old ideas in new ways. Please have patience and
respect for your colleagues who will be discovering alongside you.” This risk this group is taking will be shared with UVic students
well in advance to reduce any stigmatization that they might assign to these participants. Uvic students will be asked to withhold
participants’ name in conversation or writing after delivering the TIE Program. Group 2 participants will also be encouraged to find
support through UVic resources, such as the UVic Elder in Residence, or a UVic counsellor if they need additional support. 

Group 1: The facilitator will acknowledge the difficult nature of the subject matter. Students will be supported throughout the
sessions with intermittent indigenous partnership engagement (including 2 visits with UVic Elders), where they can engage in
constructive discussions about some of their discomforts, if they so chose. Also, group 1 participants will also be encouraged to
find support through UVic resources, such as the UVic Elder in Residence, or a UVic counsellor if they need additional support.
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I.e. what is your plan?

Group 3: Check in with participants privately if the facilitator/researcher senses a participant has become withdrawn. If a participant
is spoken about disrespectfully by a Uvic student after the workshop about a participant, I will directly address it with the student,
and ask them to refrain from this behaviour in the future. 
Group 4: Speak to the participant to understand why they feel harm has been done, adjust our work so we can reduce any residual
or future harm, and suggest support options in their local community – by asking CIRCLE, or Native Counselling Services (which
ever more is appropriate according to location) for referrals.
Group 2: Check in with participants privately if the facilitator/researcher senses a participant has become withdrawn. If a participant
is spoken about disrespectfully by a Uvic student after the workshop about a participant, I will directly address it with the student,
and ask them to refrain from this behaviour in the future. Hear their concerns and help them (if needed) access UVic spiritual and
mental health support. 
Group 1: Check in with participants privately if the facilitator/researcher senses a participant has become withdrawn.Hear their
concerns and help them (if needed) access UVic spiritual and mental health support.

d. If you have indicated that there is a risk of incidental findings in item 4 (f), please outline your proposed protocol for information and/or
action

NA

e. If one of your participant groups could be considered vulnerable, please describe any specific considerations you have built into the
protocol to address this

Group 3: Considered vulnerable because of their high status positions as decision-makers. As we prepare to facilitate the TIE
Program, we will discuss how to facilitate and conduct ourselves with respect as we interact with this group, and in accordance
with the judges’ confidentiality oath which we will have signed, we will agree to refer to withhold participants’ names when
discussing the TIE Program post program delivery. 

Group 4: Because we are creating a TIE Program that considers what it means to decolonize, and takes into account historical and
current examples of racism, we recognize that these are sensitive subjects. We will also consider these participants
co-collaborators. If they are uncomfortable with any content in the TIE Program, we will adjust the TIE Program (in collaboration
with this participants) accordingly.

Group 1: Because we are creating a TIE Program that considers what it means to decolonize, and takes into account historical and
current examples of racism, we recognize that these are sensitive subjects. We will also consider these participants
co-collaborators. If they are uncomfortable with any content in the TIE Program, we will adjust the TIE Program (in collaboration
with this participants) accordingly.

Group 2:  As we prepare to facilitate the TIE Program, we will discuss how to facilitate and conduct ourselves with respect as we
interact with this group, and in accordance with the UVic Ethics requirements for working with this group. We will agree to withhold
participants’ names when discussing the TIE Program post program delivery.

6. Risk to researcher(s)

Does this research study pose any risks to the researchers, assistants and data collectors?

No

7. Deception

Will participants be fully informed of everything that will be required of them prior to the start of the researcher session?

Yes

If not, complete the  form on the ORS websiteRequest to use Deception

N. Incentives, reimbursement and compensation

1.Is there any incentive, monetary or otherwise, being offered for participation in the research (e.g. gifts, honorarium, course credits,
etc.)?

Yes

Explain the nature of each incentive and why you consider it necessary
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Also consider whether the amount or nature of the incentive could be considered a form of undue inducement or affect the voluntariness
of consent. Clarify which participant groups will be provided with which incentives.

Group 3: Participants who are members of the Judiciary will have TIE Program registration fees reimbursed by the Chief Justice as
part of their professional education fund (see “Lauren Jerke Indigenous Program #1 and #2). Funds will not be provided by the
researcher. This registration fee is necessary in order to legitimize the TIE Program amongst this group of participants. Funds will
be donated to YCCTS, and NSCA. These organizations have agreed to accept them. 

Indigenous partners will be offered an honorarium for their participation (equivalent of $20/hr) on the project, regardless of whether
they are research participants or not. The partners will be asked to track and submit their time spent. While all other participants
are receiving some kind of credit within their own circles (UVic applied theatre students receive course credit, and it is a
component of UVic Law educational program), indigenous partners will not – and therefore deserve a honourarium.

2. Is there any reimbursement or compensation for participating in the research (e.g. for transportation, parking, childcare, etc.)?

No

3. Explain what will happen to the incentives, reimbursement or compensation if participants withdraw during data collection or any time
thereafter
E.g. compensation will be pro-rated, full compensation will be given, etc.

Honoraria for group 4 will be pro-rated based on the amount of time they participate. The gifts given to organizations/communities
that have participated will remain with those parties.

O. Free and informed consent

Consent encompasses a process that begins with initial contact and continues through to the end of the research process.
Consult article 3.2 of the  and appendix V of the guidelines for further information.TCPS 2

1. Participant's capacity (competence) to provide free and informed consent

Capacity refers to the ability of prospective or actual participants to understand relevant information presented about a research project,
and to appreciate the potential consequences of their decision to participate or not participate. See the , , forTCPS 2 chapter 3, section C
further information.

Identify your potential participants (check all that apply)

a. Competent

 i) Competent adults

 ii) A protected or vulnerable population (e.g. inmates, patients)

 iii) Competent youth aged 13 to 18

 iv) Competent children under 13 (who are able to provide fully informed consent)

b. Non-competent

 i) Non-competent adults

 ii) Non-competent youth

 iii) Non-competent children (young children and/or children with limited abilities to provide fully informed consent)

2. Means of obtaining and documenting consent and/or assent:

Check all that apply
When completing this section make sure that you consider all of your participant groups, upload copies of relevant materials and
complete section O3.

 Signed consent

Upload consent form(s) in  or  - see .section O.5 section S template

 Verbal consent

 Letter of information for implied consent (e.g. anonymous, mail back or web-based survey)
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 Signed or verbal assent for non-competent participants

 Other means

 Consent will not be obtained

 Signed consent from the parents/guardians for youth/child participants

 Information letters for the parents/guardians of youth/child participants

3. Informed consent

Describe the exact steps (chronological order) that you will follow in the process of explaining, obtaining, and documenting informed
consent
Ensure that consent procedures for all participant groups are identified (e.g. group 1 - teachers, group 2 - parents, group 3 - students).
Be sure to indicate when participants will first be provided with the consent materials (e.g. prior to first meeting with the researcher?). If
consent will not be obtained, explain why not with reference to the  .TCPS 2 articles 3.5 and 3.7

OVER WORD LIMIT: Case study 1 & 2: see attachment, "0.3"

Case Study 3: 
Group 1: 
• 3rd party recruiter distributes paper copies of the consent form and reviews the form verbally with the group. 
• For those who wish to participate in the research, they will sign the consent form and return to the 3rd party recruiter. 
-      For those who would like to withdraw their consent part way through the research, they will need to contact the third party
recruiter. If it is after Dec. 31st 2019, and they would like to withdraw, they will need to contact the researcher. 

Group 2: 
• Send the consent form to a third party recruiter to distribute electronically as soon as ethics approval is received. 
-       Between the time the consent form is distributed and the day of the TIE Program delivery, the researcher will be available to
answer questions via telephone or email. 
• On the day of the TIE Program, before beginning the workshop, the researcher will review this consent form with the participants.

• For those who wish to withdraw from the research, they will need to contact the researcher.   

Group 3: 
• Send the consent form to a third party recruiter to distribute electronically on as soon as ethics approval is received. 
• On the day of the workshop, the research will review this consent form with the participants, prior to beginning the TIE Program. 
• For those who wish to withdraw from the research, they will need to contact the researcher. 

Group 4: 
• Distribute paper copies of the consent form. 
• Review the form verbally with the group. 
• For those who wish to withdraw from the research, they will need to contact the researcher.

4. Ongoing consent

Will your research occur over multiple occasions or an extended period of time (including review of transcripts)?

Yes

Describe how you will obtain and document ongoing consent
If consent procedures differ for each group or activity, please clarify each group or activity that you are referring to.

Group 1&4: This research will be taking place between Nov 1st (or when ethics approval is received) and Dec. 2nd 2019.  At the
beginning of each session (see "Important dates" for the session dates), the researcher will do a verbal check in. The researcher
will say "a check in to those who have consented to participate in this research - this session will be used in the research. If you
would like to withdraw, you may do so at anytime by contacting Devon Goldie. Also, if any person (whether they have consented to
participate in the research or not) would like to remove a specific thing they said or did in the TIE Program from the researcher’s
field notes, they can speak to me about it in person, contact me by phone, or via email". 

Group 2&3: This will only occur on one occasion. As written earlier, the researcher will review the consent form and answer any
questions about participation in the research prior to beginning the TIE Program.

5. Participant's right to withdraw

 of the  states that participants have the right to withdraw at any time and can withdraw their data and humanArticle 3.1 TCPS 2
biological materials.

a. Describe what participants will be told about their right to withdraw from the research at any time (i.e., who to contact and how)
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If compensation is involved, explain what participants will be told about compensation if they withdraw. If you have different participant
groups and/or different data collection methods, clarify the different procedures for withdrawing as necessary.

Group 1: 
Your participation in this research must be completely voluntary. If you decide to participate, you may withdraw at any time without
any consequences or explanation. If you withdraw from the study, your specific contributions to the design, facilitation and
reflection on the workshop will be used as data with your permission only. To withdraw from the research, you may contact the
researcher in person, on the telephone or by sending an email. You will be asked to send an email to the researcher to confirm
your withdrawal. 

Group 2: 
Your participation in this research must be completely voluntary. If you decide to participate, you may withdraw at any time without
any consequences or explanation. If you withdraw from the study, your specific contributions during the workshop will be used as
data with your permission only. To withdraw from the research, you may contact the researcher in person, on the telephone or by
sending an email. You will be asked to send an email to the researcher to confirm your withdrawal. 

Group 3:

Your participation in this research must be completely voluntary. If you decide to participate, you may withdraw at any time without
any consequences or explanation. If you withdraw from the study, your specific contributions during the workshop will be used as
data with your permission only. To withdraw from the research, you may contact the researcher in person, on the telephone or by
sending an email. You will be asked to send an email to the researcher to confirm your withdrawal. 

Group 4: 

Your participation in this research must be completely voluntary. If you decide to participate, you may withdraw at any time without
any consequences or explanation. If you withdraw from the study, your specific contributions to the design, facilitation and
reflection on the workshop will be used as data with your permission only. To withdraw from the research, you may contact the
researcher in person, on the telephone or by sending an email. You will be asked to send an email to the researcher to confirm
your withdrawal. 

An honourarim is still offered to you whether or not you participate as a research participant.

b. What will happen to a person's data if they withdraw part way through the study or after the data have been collected/submitted?
If applicable, include information about visual data such as photos or videos. If you have different participant groups and/or different data
collection methods, clarify the different procedures for withdrawing as necessary. Ensure this information is included in the consent
documents.

 Participant will be asked if they agree to the use of their data

Describe how this agreement will be documented

Case study 3: All participant groups:  If you withdraw from the study, your specific contributions to the design, facilitation and
reflection on the workshop will be used as data with your permission only.

It is logistically impossible to remove individual participant data (e.g. anonymously submitted data)

 It will not be used in the analysis and will be destroyed

 It is logistically impossible to remove individual participant data (e.g. anonymously submitted data)

 When linked to group data (e.g. focus group discussions), it will be used in summarized form with no identifying information

Please make sure that you have uploaded all the documents relevant to this section. Add any other documents that you think may be
relevant to this section.
Where draft versions are appended please ensure that final versions are submitted when available. If final versions differ significantly
after you have obtained research ethics approval, you will need to submit a Request for Modification.

P. Anonymity and confidentiality

1. Anonymity

Anonymity means that no one, including the principal investigator, is able to associate responses or other data with individual
participants.

a. Will the participants be anonymous in the data gathering phase of research?

No
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b. Will the participants be anonymous in the dissemination of results (be sure to consider use of video, photos)?

Yes

2. Confidentiality

Confidentiality means the protection of the person's identity (anonymity) and the protection, access, control and security of their data
and personal information during the recruitment, data collection, reporting of findings, dissemination of data (if relevant) and after the
study is completed (e.g. storage). The ethical duty of confidentiality refers to the obligation of an individual or organization to safeguard
entrusted information. The ethical duty of confidentiality includes obligations to protect information from unauthorized access, use,
disclosure, modification, loss or theft.

a. Are there any limits to protecting the confidentiality of participants?

Yes, there are some limits to the researcher's ability to protect the confidentiality of participants (check all that apply)

E.g. focus groups. The researcher cannot guarantee confidentiality.

 Limits due to the nature of group activities

The nature or size of the sample from which participants are drawn makes it possible to identify individual participants (e.g. school
principals in a small town, position within an organization).

 Limits due to context

The procedures for recruiting or selecting participants may compromise the confidentiality of participants (e.g. participants are identified
or referred to the study by a person outside the research team).

 Limits due to selection

E.g. legal or professional.

 Limits due to legal requirements for reporting

E.g. when there will be data storage in the United States. When using USA based data instruments and data storage systems
researchers are responsible for determining if this applies.

 Limits due to local legislation such as the U.S. Freedom Act

 Other

b. If confidentiality will be protected, describe the procedures to be used to ensure the anonymity of participants and for preserving the
confidentiality of their data (e.g. pseudonyms, changing identifying information and features, coding sheet, etc.)
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If you will use different procedures for different participant groups and/or different data methods be sure to clarify each procedure.

Case study 1&2: Group 1: Not all of the identifying information in either study is pertinent to my study results. 

For Case study 1, I will identify the group (law students), and the objective of the workshop (to teach communication skills to
students who will work with clients who have mental health issues), and the number of consecutive years I taught the workshops.
Students are anonymous to the researcher, as I do not have their names, and have taught so many cohorts. In order to maintain
confidentiality, I will not identify the instructor's name, the month/year, or the specific course.

To maintain confidentiality in Case study 2, I will omit the specific course – only the program (MA in Public Administration), and the
purpose of the workshop (to teach students communication competencies and empathy).  Anonymity of the students to the
researcher is not complete, as it was just one cohort, and I taught several workshops. There is a chance I would recognize one of
these students if I saw them again. I do not remember their individual contributions in the workshops themselves. In order to
maintain confidentiality, I will not identify the instructor's name, the month/year, or the specific course.

Group 2: “Course instructor”, or a pseudonym will be used instead of their actual name in the dissemination of results.
Confidentiality will be maintained because identifying information, such as the workshop location, date, etc., will also be omitted in
the dissemination of results. 

Case study 3: 
Group 1: Complete anonymity of participants to the researcher will be maintained until Dec. 31, 2019, after grades have been
submitted because we have a third party recruiter. To maintain participants' confidentiality in the research dissemination, I will use
pseudonyms to describe specific participants' contributions and reflections on the TIE project.  

Group 2 & 3: Anonymity from the researcher is not possible. It will be possible to link responses and participation to each
participant. 

However, confidentiality will be ensured at all steps throughout the research to protect research participants' identity. Those who
consent to take part in the research will be anonymous to all other TIE Program participants, and the UVic applied theatre
students.  In research dissemination, summaries of activities that took place in the workshop will use general terms, like
“participants” and “person”. To describe the positions of the participants, I will use general terms, like “judges” and “law students”,
omitting any further identifying information, such as location, date, etc.In order to describe specific individual's contributions, I will
use pseudonyms.  

Group 4: I will use pseudonyms to protect our indigenous partners’ identities, and will omit the name of the organizations we are
partnering with at their request.

c. If there are limits to confidentiality indicated in , explain what the limits are and how you will address them with thesection P.2.a
participants
If there are different procedures for different participant groups and/or different data collection methods, be sure to clarify each
procedure.

Case study 1&2: 
Group 1: N/A
Group 2: Participants' anonymity to the researcher is not possible because I am circulating surveys to only two people. I will
acknowledge this in the recruitment email to both, and state this clearly in the consent form. I will send them the survey with the
recruitment email, so they can read it over first before consenting. I will also remind them that they are under no obligation to
complete the survey. 

To maintain confidentiality, “Course instructor”, or a pseudonym will be used instead of their actual name in the dissemination of
results. Confidentiality will be maintained because identifying information, such as the workshop location, date, etc., will also be
omitted in the dissemination of results. 

Case study 3: In every data collection instance, besides the post-workshop survey (case study 3, group 2&3) and the annotated
workshop (group 1), the data is collected in a group setting.  As a result, I will make it clear that we require a respectful
environment, and that the content from those group activities and discussions should remain confidential. I will also make it clear
that if any participant has second thoughts about their participation in the study, to withdraw from the study by letting me know in
person, by telephone, or via email. If any research participant or project participant who have not consented to participate in the
research would like to remove a specific thing they said or did in the TIE Program from my field notes, they can speak to me about
it in person, contact me by phone, or via email. Giving the option to both research participants and non-research participants will
maintain group 1 research participants' anonymity.

Q. Use and disposal of data

1. Use(s) of data
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a. What use(s) will be made of all types of data collected (field notes, photos, videos, audiotapes, transcripts, etc.)?

It is likely that the results of this study will be shared in a published peer-reviewed journal, in my dissertation, in post-secondary
class presentations, and presentations at scholarly meetings.

Not all of the identifying information in Case study 1 or 2 is pertinent to my study results. For Case study 1, I will identify the group
(law students), and the objective of the workshop (to teach communication skills to students who will work with clients who have
mental health issues). In order to maintain anonymity and confidentiality, I will omit the instructor's name, the month/year, or the
specific course. To maintain anonymity and confidentiality in Case study 2, I will omit the instructor's name, the specific course –
only the program (MA in Public Administration), and the purpose of the workshop (to teach students communication competencies
and empathy).

b. Will your research data be analyzed, now or in future, by yourself for purposes other than this research project?

No

c. Will your research data be analyzed, now or in future, by other persons for purposes other than explained in this application?

No

2. Commercial purposes

Do you anticipate that this research will be used for a commercial purpose?

No

3. Maintenance and disposal of data

Describe your plans for protecting data during the project, and for preserving, archiving, or destroying all the types of data associated
with the research (e.g. paper records, audio or visual recordings, electronic recordings, coded data) after the research is completed:

a. Means of storing and securing data
E.g. encryption, password protected computer files, locked cabinet, separation of key codes from raw data etc.

Paper records will be stored in a locked filing cabinet, and electronic files stored on a password protected computer files.

b. Location of storing data
Include location of data-storage servers if using web-based technology.

NA

c. Duration of data storage
If data will be kept indefinitely, explain why this is necessary and state whether the data will contain identifiers or links to identifiers.

Data will be stored for 4 years after it has been gathered, to allow for ample dissemination time.

d. Methods of destroying or archiving data
If archiving data, please describe measures to secure or protect the data. If the archiving will involve a third party (e.g. library,
community agency, Aboriginal band, etc.) please provide details.

Data from this study will be disposed of by erasing electronic data, and shredding any paper copies of data.

4. Dissemination

How do you anticipate disseminating the research results? (check all that apply)

 Thesis/dissertation/class presentation

 Presentations at scholarly meetings

 Internet (students: most UVic theses are posted on 'UVicSpace' and can be accessed by the public)

 Media (e.g. newspaper, radio, TV)

 Directly to participants and/or groups involved
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 Published article, chapter or book

 Other

R. Conflict of interest

1. Apart from a declared dual-role relationship ( ), are you or any of the research team members in a perceived, actual orsection K.3
potential conflict of interest regarding this research project (e.g. partners in research, private interests in companies or other entities)?

No

S. List of uploaded documents

Review the  list and the uploaded documents to ensure that you have all the applicable documents. Make suredocument requirements
to remove all duplicates. Upload appendices as individual documents, instead of clustering appendices under one attachments.
Incomplete applications and applications with incorrectly uploaded appendices will not be reviewed. You will be notified in this case.

App. 
version Section Descriptive

name
File 
name

Type of 
document

Date 
uploaded

File 
version

V1.0 -- consent form group 4
case study 3 V2 Consent Form Group 4.docx Consent/assent

form
Oct 23, 2019
12:13:01 PM

Version
2

V1.0 -- consent form group 3
case study 3 V2 Consent Form Group 3.docx Consent/assent

form
Oct 23, 2019
12:12:12 PM

Version
2

V1.0 -- consent form group 2,
case study 3 V2 Consent Form Group 2.docx Consent/assent

form
Oct 23, 2019
12:11:35 PM

Version
2

V1.0 -- Consent form group 1,
case study 3 V2 Consent Form Group 1.docx Consent/assent

form
Oct 23, 2019
12:10:57 PM

Version
2

V1.0 -- Court of QB Draft
Confidentiality Form

Court of Queen&#39;s Bench Draft
Confidentiality Form.docx Other Oct 17, 2019

2:06:30 PM
Version
1

V1.0 -- TIE Program Outline TIE Program Outline .docx Other Oct 17, 2019
12:40:46 PM

Version
1

V1.0 -- Survey case study 1,2,
group 2

Survey case study 1 &amp; 2,
Group 2.docx

Data collection
instrument

Oct 17, 2019
12:40:16 PM

Version
1

V1.0 -- Sample case study 3,
group 2,3 survey

Sample case study 3 group 2,3
survey questions.docx

Data collection
instrument

Oct 17, 2019
12:38:48 PM

Version
1

V1.0 -- O.3 O.3.docx Other Oct 17, 2019
12:38:00 PM

Version
1

V1.0 -- No Stepping Back NO STEPPING BACK .pdf Other Oct 17, 2019
12:37:27 PM

Version
1

V1.0 -- M M.docx Other Oct 17, 2019
12:36:58 PM

Version
1

V1.0 -- L.1.b L.1.b.docx Other Oct 17, 2019
12:36:32 PM

Version
1

V1.0 -- K.3 K.3.docx Other Oct 17, 2019
12:36:08 PM

Version
1
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V1.0 -- Important Dates Important Dates.docx Other Oct 17, 2019
12:35:45 PM

Version
1

V1.0 -- Field Notes Form Field notes Form.docx Data collection
instrument

Oct 17, 2019
12:35:15 PM

Version
1

V1.0 -- Email invite for law
students

Email Invitation for Law
Students.docx

Recruitment
document

Oct 17, 2019
12:34:40 PM

Version
1

V1.0 -- Email Invite for Judges Email Invitation for Judges.docx Recruitment
document

Oct 17, 2019
12:34:12 PM

Version
1

V1.0 -- Email Invite case study 1
group 2

Email Invitation Case study
1&amp;2, group 2.docx

Recruitment
document

Oct 17, 2019
12:33:38 PM

Version
1

V1.0 -- Consent form case
studies 1&amp;2

Consent Form Case studies
1&amp;2.docx

Consent/assent
form

Oct 17, 2019
12:32:28 PM

Version
1

V1.0 -- Case study 3_Group 4
recruit talk points

Case Study 3_Group 4 Recruitment
talking points.docx

Recruitment
document

Oct 17, 2019
12:31:42 PM

Version
1

V1.0 -- Case study 3_Group 1
Recruit talk points

Case Study 3_Group 1 Recruitment
talking points.docx

Recruitment
document

Oct 17, 2019
12:30:57 PM

Version
1

V1.0 -- Letter to CJ Moreau Letter to CJ Moreau.eml Other Sep 10, 2019
6:53:33 AM

Version
1

V1.0 -- Lauren Jerke Indigenous
Program letter 2

Lauren Jerke Indigenous Program
letter #2.pdf Other Sep 10, 2019

6:53:08 AM
Version
1

V1.0 -- Lauren Jerke Indigenous
Program letter 1

Lauren Jerke Indigenous Program
letter #1.pdf Other Sep 10, 2019

6:52:45 AM
Version
1

V1.0 -- Judges Confirmation
Save the Date

Judges Confirmation Save the
Date.eml Other Sep 10, 2019

6:51:58 AM
Version
1

V1.0 -- YCCTS YCCTS Save The Date.eml Other Sep 10, 2019
6:51:22 AM

Version
1

V1.0 -- Notes from Aug mtg Notes from Aug mtg.eml Other Sep 10, 2019
6:50:59 AM

Version
1

V1.0 -- NCSA Partnership NCSA Partnership.eml Other Sep 10, 2019
6:50:34 AM

Version
1

V1.0 -- Email to CIRCLE Email to CIRCLE.eml Other Sep 10, 2019
6:49:57 AM

Version
1

V1.0 -- Case study 2 Email
informing Email informing .eml Other Sep 10, 2019

6:47:30 AM
Version
1

V1.0 -- Case Study 1 Email
informing Email informing .eml Other Sep 10, 2019

6:46:43 AM
Version
1

V1.0 -- Case Study 1 Feedback
form Feedback Form.docx Other Sep 10, 2019

6:45:57 AM
Version
1
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T. Signatory/Departmental sign-off

Select the Chair/Director/Dean or their designate to sign-off on this application for submission. Once signed-off, the application will be
submitted to the Human Research Ethics Board for review.

By signing-off the application, the signatory is affirming that adequate research infrastructure is available for the conduct and completion
of this research project.

Signatory name

Anthony Vickery
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Case Study 3, Group 1: Recruitment – Talking Points 
 
*Note: 

• Please use a neutral tone in the recruitment and consent materials to diminish pressure 
on potential participants to participate (no emotional appeal or expression of how 
important the project is to Lauren as a practitioner/researcher, or statements such as 
"please help Lauren with her study at the university"). 

• Also, please do not overstate the benefits to the field of applied theatre by participating 
in the study, or to their own learning about applied theatre. 
 

 
Say:  
I am here to tell you about Lauren’s research because of a power-over situation - even though 
you and Lauren have a good relationship, and Lauren is not grading students in this directed 
study, because she is the facilitator, a power-over relationship still exists.   
 
Hand out Consent Form and read Consent Form out loud to participants, making sure the 
following points (which are in the Consent Form) are clear:  

• *If you are not getting course credit, you can still be a participant in the research.  
• *The Court of Queen’s Bench Confidentiality form (at the end of the consent form) 

needs to be completed by all students, regardless of whether you are participating in 
research or not. It is just a requirement of working with the judges. If you have 
questions about it, please talk to Lauren.  

• The power-relationship, which is: Lauren is not grading students, but is the lead 
facilitator.  

• How the power-relationship is being addressed in the study:  
o Use of a third party-recruiter, who students can contact who is outside of the 

study to discuss the study or to withdraw.  
o Research participants and non-participants will remain anonymous to me and 

Warwick Dobson, the course instructor, until after final grades are submitted.  
o You have the right to refuse to participate in the research and they can withdraw 

their information for the research at any time without any consequences or 
penalty of any kind. This means they can still fully participate in all aspects of the 
course, but can decline consent for the researcher to record individual 
participants' specific contributions throughout the course, including all verbal 
comments and written materials, and required course assignments. 

o Students have the right to refuse to participate in the research and they can 
withdraw their information for the research at any time without any 
consequences or penalty of any kind.  

o Choosing not to participate in the study will not affect your course grade, or your 
relationship with Lauren or Warwick.  

• To maintain your own anonymity until after course grades have been submitted, please 
contact Devon Goldie with any questions about this study until December 31, 2019.   
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Case Study 3, Group 1: Recruitment – Talking Points 
 
*Note: 

• I will use a neutral tone in the recruitment and consent materials to diminish pressure 
on potential participants to participate (no emotional appeal or expression of how 
important the project is to me as a practitioner/researcher, or statements such as 
"please help me with my study at the university"). 

• Also, I will not overstate the benefits to the field of applied theatre by participating in 
the study, or to their own learning about applied theatre. 
 

 
Say:  
I am here to tell you about the research I am conducting about the development, delivery, and 
evaluation of the TIE Program.  
 
Hand out Consent Form and read Consent Form out loud to participants, making sure each point 
in the Consent Form are clear.    
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Letter of Agreement 

In this document: 
“Court” means the Court of Queen’s Bench of Alberta 
“Event” means the Indigenous Theatre Workshop at the Edmonton Law Courts on November 16, 
2019.   
“Planning Meeting” means any meeting that was held prior to the Event for the purpose of planning 
or preparing for the Event. This would include any in-person, digital or telephone meeting.   
Court Workshops are held in a private setting to facilitate free and frank discussion and an open 
exchange of views.  
In signing this Letter of Agreement, I, _____________, agree to hold strictly confidential all 
communications or information that I receive or witness in the course of my involvement with the 
Court including, but not limited to: information about the agenda for the Event, information about 
the content of any Planning Meeting or the Event; anything observed or heard at the Event or any 
Planning Meeting; the identity and the views of any speaker, attendee, or participant. For security 
reasons, I agree not to publicly disseminate the location and date of the Event or any email or 
contact information of judges.  
Without the specific prior written authorization of the Chief Justice of the Court, I agree I will not: 
undertake any academic research, including data collection, or research dissemination, publish, 
post on-line, include on any form of social media, or discuss with the anyone outside of the Court 
or a contractor on behalf of the Court any of the communications or information that I receive or 
witness in the course of my involvement with the Court; take any photographs, or make any video 
or audio recordings of any part of the Event.  
I consent to the video recording of my presentation at the Event for the purposes of rebroadcast 
internally within the Court. 

Dated this _____ day of November, 2019. 

______________________________ ________________________________ 
[Workshop Participant] Witness 
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From:

Subject: Re: Workshop for Law Centre Students
Date: January 3, 2019 9:10:52 AM

I would love to, !  My PhD committee has okayed me to write about all of the past work I've done
with your classes -- so this ongoing workshop and collaboration will be a chapter in my dissertation. 
Best, 
Lauren. 

Lauren Jerke, MA
PhD Candidate 
University of Victoria 

From: 
Sent: Wednesday, January 2, 2019 12:17 PM
To: Lauren Jerke
Subject: Workshop for Law Centre Students

Hi Lauren:

I am writing to you once again to ask if you would present your drama
workshop to a new group of Law Centre students.

The proposed date and time is: Thursday, January 31st at 9:00 a.m.

The location would be in the Dispute Resolution Room in the  Law
School.

I hope that you will present the workshop, and that the date and time
work for you.

, Q.C.
Barrister and Solicitor
Director
The University of Victoria
Faculty of Law
Law Centre Clinical Law Program

315



Telephone: (
Fax: (250) 385-1226
Suite 225 - 850 Burdett Avenue
Victoria, BC V8W 1B4 
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From:
To: Lauren Jerke
Subject: Re: email for the students of 501
Date: January 8, 2019 9:09:22 AM

Hi Lauren. 

Wow sounds fab. 

Ok let me see if I can get the list back. Will be in touch. T

Sent from my iPhone

On Jan 7, 2019, at 12:55 PM, Lauren Jerke <jerkel@uvic.ca> wrote:

Hi , 

Could you please email the students to let them know that I am planning to write
about facilitating the workshop we did on empathy and the Joey Magden case in
some of my phd research? The specific course name, instructor name, time, or
students' names will not be used.  

If any students have any concerns of issues, they are welcome to contact me.  I'm
happy to share with them the writing.

Best,

Lauren. 

Lauren Jerke, MA
PhD Candidate 
University of Victoria 

317



 
 
 
Hello (COURSE INSTRUCTOR’S FIRST NAME),  
 
I hope this email finds you well – it’s been awhile since we’ve spoken! I am finally writing up the 
results of my dissertation, and my committee has agreed to let me discuss the workshops I 
facilitated in your course. I have obtained UVic ethics approval for this as well.  
 
I am emailing you because I’m wondering if you would consent to participating in my study – 
‘participation’ would include completing the attached consent form and survey, and it is 
voluntary. You are under no obligation to participate.  
 
Specific information about how I would use the data, anonymity, confidentiality, etc. is detailed 
in the attached consent form. If you would like to participate, you’ll need to sign a paper copy 
of the form and I can pick it up from your office.  
 
Thanks for your consideration. If you have any questions about the research itself, the consent 
form, or the survey, feel free to phone me, email me, or we can meet in person to address your 
questions and/or concerns.  
 
Best,  
Lauren Jerke 
 
 
Lauren Jerke, PhD (c) 
Applied Theatre 
University of Victoria  
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Email:  
 
This email is sent on behalf of Lauren Jerke, PhD candidate at the University of Victoria: 
 
In collaboration with Coast Salish Elders, Native Counselling Services of Alberta, and Yellowhead 
Tribal Community Corrections Society, a group of students from UVic have created an applied 
theatre workshop to facilitate an arts-based process of questioning, discussion, and reflection 
about what it means to misread, to remain objective, and to ‘decolonize’ the child welfare 
system. Part of the workshop includes a performance of an original play, called No Stepping 
Back. Please join us for this unique and empowering workshop.  
 
 
We have all heard about the colonial history that continues to impact Indigenous people in 
Canada today. There are countless reports, organizations, committees, and people who 
dedicate their efforts to supporting Indigenous people who are involved with child welfare. 
Yet, we also continue to hear that even though much work is being done, we may be doing the 
wrong work because we are trying to solve the wrong problem.  
  
‘Applied theatre’ is defined as the use of theatre for education, community building, and to 
address social justice issues. Medical schools, for example, use applied theatre throughout their 
curriculum to teach and assess medical students’ knowledge, interviewing, and communication 
skills. 
  
Protection of confidentiality as in NJI sessions will be in place. Please note this participation in 
this workshop contains an optional research component, approved by the University of Victoria 
Human Research Ethics Board. If you would like to consider taking part in this research, please 
review the attached Consent Form.  
   

• Saturday, Nov. 16th 10am-3pm 
• Title: Applied theatre workshop: decolonizing child welfare 
• Cost: Registration fee: $125. Our Chief Justice has approved some s.41(2) funding 

for the registration cost and out of town travel. Registration fee will cover lunch – 
additional funds will be donated to the host Societies.  

• Location: Court of Queen’s Bench Law Courts Building, Edmonton AB (3rd floor public 
lobby, and Courtroom 317) 

• Hosted by Native Counselling Services of Alberta and Yellowhead Tribal Community 
Corrections Society 

• Lunch provided 
  
To register, please contact:  
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Email:  
 
This email is sent on behalf of Lauren Jerke, PhD candidate at the University of Victoria: 
 
In collaboration with Native Counselling Services of Alberta, and Yellowhead Tribal Community 
Corrections Society, a group of students from UVic have created an applied theatre workshop 
to facilitate an arts-based process of questioning, discussion, and reflection about what it 
means to misread, to remain objective, and to ‘decolonize’ the child welfare system. Part of the 
workshop includes a performance of an original play, called No Stepping Back. Please join us for 
this unique and empowering workshop.  
 
We have all heard about the colonial history that continues to impact Indigenous people in 
Canada today. There are countless reports, organizations, committees, and people who 
dedicate their efforts to supporting Indigenous people who are involved with child welfare. 
Yet, we also continue to hear that even though much work is being done, we may be doing the 
wrong work because we are trying to solve the wrong problem.  
  
‘Applied theatre’ is defined as the use of theatre for education, community building, and to 
address social justice issues. Medical schools, for example, use applied theatre throughout their 
curriculum to teach and assess medical students’ knowledge, interviewing, and communication 
skills. 
  
This workshop was developed in collaboration with Native Counselling Services of Alberta and 
Yellowhead Tribal Community Corrections Society and recently delivered to judges in Alberta.  
 
Please note this participation in this workshop contains an optional research component, 
approved by the University of Victoria Human Research Ethics Board. If you would like to 
consider taking part in this research, please review the attached Consent Form.  
 

• Thursday, Nov. 21st 3-6pm 
• Title: Applied theatre workshop: decolonizing child welfare 
• Cost: N/A 
• Location: Murray and Anne Fraser Building, Room TBA 
• To register, please contact: jerkel@uvic.ca 
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Applied Theatre Workshop– Facilitated Lauren Jerke, MA (PhD candidate) 
jerkel@uvic.ca 
 
 
 
What were the main strengths of this workshop?  
 
 
 
 
 
 
 
 
 
 
 
What do you understand about the relationship between a client and lawyer?  
 
 
 
 
 
 
 
 
 
 
 
 
 
 
After taking this workshop, what does professionalism mean to you?  
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Other comments/questions:   
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Activity/Task General Description of what happened Student’s specific comments 
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Important Dates:   
 

DATE/TIME ACTIVITY RESEARCH 
NOTES 

PARTICIPANT 
GROUP 

September 9th 5-pm TIE Program Development   

September 16th 5-8pm TIE Program Development   

September 23rd 5-8pm TIE Program Development   

September 30th 5-8pm TIE Program Development   

October 7th 5-8pm TIE Program Development   

October 17th 5-8pm TIE Program Development   

October 21st 5-8pm TIE Program Development   

October 28th 5-8pm TIE Program Development Recruit  Groups 
1,2,3,4 

November 4th 5-8pm TIE Program Development If not already 
completed,  
recruit.  

Groups 
1,2,3,4 

November 7th 5-8pm TIE Program Development  Groups 1&4 

November 12th 5-8pm TIE Program Development  Groups 1&4 

Nov. 16th 10am-3pm TIE Program Delivery for 
Judges 

 Groups 1 
travels to 
Edmonton 

323



November 
14-17 

November 18th 5-8pm TIE Program Development  Groups 1&4 

November 21st 3-6pm  TIE Program Delivery for law 
students 

 Groups 1,3,4 

November 25th 5-8pm TIE Program Evaluation  Groups 1&4 

December 2nd 5-8pm TIE Program Evaluation  Groups 1&4 
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K.3.c 
Group 1:  
-I will use a neutral third party to assist me with recruitment, who will discuss the research 
aspects and informed consent processes with the students, in order to mitigate feelings of 
pressure to participate and to allow, as much as possible, an arms-length recruitment process.  
-I will also keep participants and non-participants anonymous to me and Warwick Dobson, the 
course instructor, until after final grades have been submitted. Students will submit their 
consent forms to a neutral third party, who will maintain these securely until after the final 
grades have been submitted.  
-The neutral third party will be provided as a contact on the Consent Form for students who 
wish to withdraw from the study, or who wish to discuss some aspects of the study outside the 
research team. 
-In the recruitment and consent process and materials, the third party recruiter will declare the 
power-over situation, explaining that even though Lauren and the students have a good 
relationship, and Lauren is not grading students in this directed student, as a facilitator, a 
power-over relationship still exists.   
-The activities and materials will be used for research will be clearly delineated by the 
researcher during recruitment.  
-The recruiter will assure participants in the consent form that they have the right to refuse to 
participate in the research and they can withdraw their information for the research at any 
time without any consequences or penalty of any kind. This means they can still fully participate 
in all aspects of the course, but can decline consent for the researcher to record individual 
participants' specific contributions throughout the course, including all verbal comments and 
written materials, and required assignments.  
-The recruiter will assure participants in the consent form that their participation or non-
participation with have no effect on outcomes (e.g., grades) nor on their relationship with the 
researcher or professional setting. They will also explain that there is no disadvantage in not 
consenting (all students will still engage in all aspects of the TIE Program development, delivery, 
and reflection.   
-The recruiter will inform participants in the consent form who they can contact if they have 
concerns about their rights or treatment in connection with the research project.  
-The recruiter will use a neutral tone in the recruitment and consent materials to diminish 
pressure on potential participants to participate (no emotion appeal or expression of how 
important the project is to me as a practitioner/researcher, or statements such as "please help 
me with my study at the university").  
-The recruiter not overstate the benefits to the field of applied theatre by participating in the 
study, or to their own learning about applied theatre. 
 
K.3.d 
Group 1:  
-I will use a neutral third party to assist me with recruitment, who will discuss the research 
aspects and informed consent processes with the students, in order to mitigate feelings of 
pressure to participate and to allow, as much as possible, an arms-length recruitment process.  
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-I will also keep participants and non-participants anonymous to me and Warwick Dobson, the 
course instructor, until after final grades have been submitted. Students will submit their 
consent forms to a neutral third party, who will maintain these securely until after the final 
grades have been submitted.  
-The neutral third party will be provided as a contact on the Consent Form for students who 
wish to withdraw from the study, or who wish to discuss some aspects of the study outside the 
research team. 
-In the recruitment and consent process and materials, the third party recruiter will declare the 
power-over situation, explaining that even though Lauren and the students have a good 
relationship, and Lauren is not grading students in this directed student, as a facilitator, a 
power-over relationship still exists.   
-The activities and materials will be used for research will be clearly delineated by the 
researcher during recruitment.  
-The recruiter will assure participants in the consent form that they have the right to refuse to 
participate in the research and they can withdraw their information for the research at any 
time without any consequences or penalty of any kind. This means they can still fully participate 
in all aspects of the course, but can decline consent for the researcher to record individual 
participants' specific contributions throughout the course, including all verbal comments and 
written materials, and required assignments.  
-The recruiter will assure participants in the consent form that their participation or non-
participation with have no effect on outcomes (e.g., grades) nor on their relationship with the 
researcher or professional setting. I will also explain that there is no disadvantage in not 
consenting (all students will still engage in all aspects of the TIE Program development, delivery, 
and reflection.   
-The recruiter will inform participants in the consent form who they can contact if they have 
concerns about their rights or treatment in connection with the research project.  
-The recruiter will use a neutral tone in the recruitment and consent materials to diminish 
pressure on potential participants to participate (no emotion appeal or expression of how 
important the project is to me as a practitioner/researcher, or statements such as "please help 
me with my study at the university").  
-The recruiter not overstate the benefits to the field of applied theatre by participating in the 
study, or to their own learning about applied theatre. 
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b. Provide a sequential description of the procedures/methods to be used in your research study 
Be sure to provide details for all methods checked in section L.1. Clarify which procedures/methods will 
be used for each participant group. Indicate which methods, if any, will be conducted in a group 
setting. List all of the research instruments and interview/focus group questions, and append copies (if 
possible) or detailed descriptions of all instruments. If not yet finalized, provide drafts or sample 
items/questions. 
 
OVERVIEW 
Case study 1 & 2 methods:  

• Administering a survey -By email.  
• Analyzing secondary data.   

 
Case study 3 methods:  
I am proposing that I use activities which are part of my regular professional practice (as an 
applied theatre practitioner) as students, indigenous partners, and I develop, deliver, and 
evaluate a TIE Program for the purpose of research. Methods are:  
 

• Interviewing participants – conducting group discussions. 
• Administering a survey - in person, hand-written.  
• Administering a survey -By email.  
• Observing participants (field notes).  
• Collecting materials supplied by, or produced by, the participants, such as scripts or 

monologues from dramatic scenes or in-role writing activities, lists, or drawings 
 
DETAIL 
Case study 1:  
Group one: Students 

• Secondary data with identifying information: I will be drawing on my own lesson plans, 
my own reflections on teaching, and the feedback form I circulated (see “feedback 
form”).  

• The only identifying information from this data is the program of study, are dates I 
taught the workshops, and the course name.  I have contacted the course instructor to 
let him know I will be discussing this work in my research (see “email informing Glenn”).  

• The information that was collected during the actual workshops is the original workshop 
plan, the revisions of this plan for each iteration, my own self-reflective notes, and post-
workshop feedback forms from each student cohort. I wasn't aware that I would be 
using these workshop for research. Each student cohort was told the feedback forms 
would be used to improve the workshop itself.  

• Not all of the identifying information in either study is pertinent to my study results. I 
will identify the group (law students), and the objective of the workshop (to teach 
communication skills to students who will work with clients who have mental health 
issues). In order to maintain anonymity and confidentiality, I will omit the instructor's 
name, the month/year, or the specific course. I will state how many years I have been 
teaching the workshop (four consecutive years).  
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Group 2: Course instructor 
• Secondary data with identifying information: I will be writing about the process we took 

to establish our partnership, and our process to develop the workshop. No specific 
information was collected during this time.  

• In the study I will not refer to the course instructor by name – I will use their title, 
“course instructor”, or a pseudonym. 

• Survey: When I receive ethics approval, I will send, by email, a survey to the course 
instructor (see “Survey case study 1&2, group 2”). In the study itself, I will include the 
course instructor’s comments on the workshops (from the survey). This section will be 
sent to the course instructor to review and approve.   

 
Case study 2:  
Group 1: Students 

• Secondary data with identifying information: I will be drawing on my own lesson plans, 
my own reflections on teaching, anonymous student feedback which the instructor 
elicited and shared with me, and an anonymous transcript (3 pages long) from one of 
the workshops I taught in this course. The anonymous transcript is an improvised scene 
that students did during the workshop.  

• The transcript was taken from a video of one of the workshops I facilitated. The 
instructor initiated the video footage and asked my permission to record one workshop 
session. She had received a UVic LTSI grant for the course, and wanted to record the 
integration of arts-based teaching methods into her course. Students were aware of the 
video recording in advance, and completed a consent form given to them by the 
instructor. I was given access to the video footage and watched it afterwards (in 
December 2018), and do not have access to it anymore because it was only “shared” 
electronically by the Filmer for a limited time.  

• I do not have the students’ names who were in the course. The only identifying 
information I have access to is the name of the course, and the dates my workshops 
were facilitated. I am unable to contact the students to ask for informed consent.   

• To maintain anonymity and confidentiality, I will omit the specific course information, 
such as the course title and dates I taught the workshops. I will include only the program 
(MA in Public Administration), and the purpose of the workshop (to teach students 
communication competencies and empathy).  

 
Group 2: Course instructor 
Secondary data with identifying information & survey.  

• Secondary data with identifying information: I will be reflecting on the process we took 
to establish our partnership, and the process to develop the workshops. No specific 
information was collected during this time. I have contacted the course instructor to let 
her know I will be discussing this work in my research (see “email informing Tara”). 

• In the study I will not refer to the course instructor by name – I will use their title, 
“course instructor”, or a pseudonym. 
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• Survey: When I receive ethics approval, I will email, a survey to the course instructor. In 
the study itself, I will include the course instructor’s comments on the workshops (from 
the survey). This section will be sent to the course instructor to review and approve.   

 
Case study 3, group 1:  
The activities students will do for academic purposes are:  
 

• Development, delivery, and reflection/evaluation of the TIE Program.  
• This participant group will deliver the TIE Program to the judges and law students.   
• Reflection/Evaluation will include a group discussion and written assignment, called the 

“annotated workshop”.  
 
There are no additional activities done solely for research purposes for Case Study 3, Group 1.  
 
The information that would be collected for academic purposes and will be used for research 
purposes is:  

• my own written observations (field notes) of group 1 discussions and actions during 
development, delivery, and reflection/evaluation sessions;  

• collected materials generated by group 1 during the development and delivery sessions, 
such as scripts or monologues from dramatic scenes in the TIE Program and their own 
facilitation notes; and,  

• samples of participants’ written assignment, the “annotated workshop”.   
 
In the Consent Form, the group 1 will provide consent for me to include:  
 

• my own written observations (field notes) of their discussions and actions during 
development, delivery, and evaluation of the TIE Program;  

• collected materials generated by participants during these sessions, such as scripts or 
monologues from dramatic scenes in the TIE Program and their facilitation notes; and,  

• samples of group 1’s written “annotated workshop” assignment.   
 
If a student (case study 3, group 1) decides to withdraw or declines consent to participate in the 
research:  
 

• Students real names will be included in my own field notes, the collected materials, and 
the written assignment, should I need to remove these sections if a student decides to 
withdraw or not consent to participate in the study.  

• Field notes: I will remove the students’ individual contributions (both actions and verbal 
contributions) in all field notes.  

• I will not include any specific materials, such as dramatic scripts, or any facilitation notes 
created by this individual without their specific consent.  

• I will not use any samples of the students’ written assignment, the “annotated 
workshop”.  
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To maintain students’ anonymity, in the written study, I will omit the specific course 
information, such as the course title and dates. I will include only the program name 
(undergraduate applied theatre students), and the purpose of the course (to develop, deliver, 
and evaluate a TIE Program). Students’ confidentiality will be maintained because those who 
consent to take part in the study will not be known to me or Warwick Dobson until after grades 
have been submitted.  
 
Group 2&3: Law students & Judges in Edmonton 

• my own written observations (field notes) of group 2&3 discussions and actions during 
delivery of the TIE Program;  

• collected materials generated by group 2&3 during the delivery of the TIE Program, such 
as scripts or monologues from improvised dramatic scenes in the TIE Program, written 
lists or contributions during the TIE Program; and,  

• A post-workshop survey will be handed out in person directly after the program. 
 
Group 4: Indigenous Partners: 

• my own written observations (field notes) of their contributions to discussions and 
actions during development, delivery, and evaluation of the TIE Program;  

• collected materials generated by group 4 during these sessions, such as scripts or 
monologues from dramatic scenes in the TIE Program and their facilitation notes; and,  

• samples of their written “annotated workshop”.   
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THE HONOURABLE CHIEF JUSTICE 
L'HONORABLE JUGE EN CHEF 

MARY T. MOREAU 

 

 
 
THE LAW COURTS 
1A SIR WINSTON 
CHURCHILL SQUARE 
EDMONTON, ALBERTA  T5J 0R2 
TEL (780) 422-2293 
FAX (780) 427-1721 

 
COURT OF QUEEN’S BENCH OF ALBERTA 

COUR DU BANC DE LA REINE DE L’ALBERTA 
 
 
May 27, 2019 
 
University of Victoria 
Division of Learning and Teaching Support and Innovation 
Strategic Indigenous Initiatives Grant 
 
Dear Sirs: 
 
Re: Application for Funding – No Stepping Back Applied Theatre Project and Workshop 
 
I am writing to provide a letter of support for the application being submitted by Lauren Jerke, PhD Student and 
her Supervisor Dr. Warwick Dobson.  
 
The Court of Queen’s Bench of Alberta is the superior trial court for the Province of Alberta. The Court has 
established a “Diversity, Inclusion and Access” Steering Committee which includes in its mandate 
 
 Working collaboratively with indigenous community members, and other cultures and ethnic 

communities, to build relationships and obtain advice 
 Promoting awareness with respect to the Calls to Action of the Truth and Reconciliation Commission 

 
We are familiar with the Theatre Project and Workshop that is proposed by Lauren Jerke and Dr. Warwick 
Dobson. The Court of Queen’s Bench is supportive of the project, and sees value in having members of the 
judiciary attend and participate in the Workshop. Indeed, funding will be made available for the judicial 
registrations, and scheduling of court sitting time will accommodate the participation of Justices from the Court.  
 
One of the initiatives that the Court is helping to lead – the Reforming the Family Justice System (RFJS) 
initiative, will be able to bring collaborators from the broader justice community as participants in the 
Workshop. The RFJS is a province-wide collaboration that is pursuing a culture shift in the approach to family 
justice in Alberta. In the context of child welfare matters, the RFJS is proposing a different approach to child 
welfare matters that will break the cycle of harm that occurs when children are removed from their families.  
 
The RFJS is seeking the guidance of indigenous leaders in this work. We understand that the Native 
Counselling Services of Alberta (NCSA) will be involved in the proposed Theatre project and Workshop, which 
is a tremendous way to ensure that the Alberta indigenous communities are engaged, and very much aligned 
with the approach of the RFJS. 
 
We look forward to learning of the outcome of the application, and to participating in the Theatre Project and 
Workshop when it is offered in Alberta. 
 
Yours truly, 

 
Mary T. Moreau 
Chief Justice 
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is a tremendous way to ensure that the Alberta indigenous communities are engaged, and very much aligned 
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Workshop when it is offered in Alberta. 
 
Yours truly, 

 
 
Mary T. Moreau 
Chief Justice 
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Case study 1:  
Group 1: Students will remain completely anonymous. Aside from the date (which I have only in 
some cases), the course instructor's name, and the course name, which I will omit from my 
research, I cannot not include any other identifying information. As the researcher I am unable 
to contact or identify any specific participant. The post-workshop feedback forms, which I gave 
out at the end of every workshop do not have students’ names on them. The students were 
told their feedback would used to improve my own practice, and future iterations of the 
workshop.  
 
I will ensure that I do not overgeneralize or use blanket statements to indicate "all" participants 
in my written reflections of the participation in this workshop to ensure that students are not 
misrepresented. I will clearly state that direct data was not gathered before the workshop, 
during the workshop, or after it. I will state that I am using secondary data – it is coming from 
my own recollections and that my memory may not accurately recall the reactions and actions 
of all the students during the activities.   
 
The workshop which I facilitated in the different iterations of this course was approved in 
advance by the instructor. He ensured that the workshop activities were within the scope the 
students' ability and knowledge level. Arts-based pedagogy is commonly used across disciplines 
in post-secondary education.  
 
Group 2: There are no known or anticipated risks to these participants by participating in this 
research. Consideration on the impact of course lectures and workshops are within the regular 
expectations of a post-secondary course instructor. We acknowledge that it may be difficult to 
reflect on the workshops because they were done in the past, and this will be stated as a 
limitation of the research design in the study.  
 
Case study 2:  
Group 1: Students will remain completely anonymous. Aside from the date, the course 
instructor's name, and course name, which I will omit from my research, I will not include any 
other identifying information. As the researcher I am unable to contact or identify any specific 
participant. The post-workshop feedback forms, which were given to the students by the 
instructor and shared with me afterwards are also anonymous, and do not have students’ 
names on them. The students were told that this feedback would be used to improve the 
course itself, and would be shared with me so I could learn from the workshop as an applied 
theatre practitioner.  
 
I will ensure that I do not overgeneralize or use blanket statements to indicate "all" participants 
in my written reflections of the participation in this workshop to ensure that students are not 
misrepresented. I will clearly state that direct data was not gathered before the workshop, 
during the workshop, or after it. I will state that I am using secondary data – it is coming from 
my own recollections and that my memory may not accurately recall the reactions and actions 
of all the students during the activities.   
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The workshops which I facilitated in these classes were approved in advance by the instructor. 
She ensured that the workshop activities were within the scope the students' ability and 
knowledge level. Arts-based pedagogy is commonly used across disciplines in post-secondary 
education.  
 
Group 2: There are no known or anticipated risks to these participants by participating in this 
research. Consideration on the impact of course lectures and workshops are within the regular 
expectations of a post-secondary course instructor. We acknowledge that it may be difficult to 
reflect on the workshops because they were done in the past, and this will be stated as a 
limitation of the research design in the study. 
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‘NO STEPPING BACK: A Canadian Play For Children For Truth and Reconciliation’ 

by Dr. Warwick Dobson, Phil Duchene and Lauren Jerke 
Vers on 5.0 

Originally devised from a University of Victoria  

Applied Theatre Course 394 

Winter 2016 and 2017. 

 

 

 

 
1. Unknown Canadian Residential School class 

 

 
2. The ‘last window’. St. Eugene’s Indian Residential School, 1972. 
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Territorial Acknowledgement 

 

We acknowledge with respect the Lkwungen-speaking peoples on whose traditional territory the 

University of Victoria stands, and the Songhees, Esquimalt and WSÁNEĆ peoples whose historical 

relationships with the land continue to this day. 

 

Note 

 We have been working over a period of time on a play that may help bring the experience and 

legacy of residential school survivors into the classroom.   

 We have linked four stories: the truths of the survivors themselves; the Robert Browning 

version of the Pied Piper of Hamelin; the Gord Downie and Jeff LeMire story of Chanie Wenjack, 'The 

Secret Path'; and Paul Owen Lewis' 'Frog Girl'.  We have braided the stories together with 

understandable metaphors of loss and recovery to see if they can shed distance and light on the tragic 

residential schools experience.   

 The original UVic THEA 394 project was workshopped with Grade 6/7 students over nine hours 

of classes at Royal Oak Middle School, Victoria, BC, with teachers Liane Buxcey and Angie Noel and 

with Steeples Elementary students in Cranbrook, BC.  Further workshops have been used to explore 

the story across age ranges from Grade 5 to High School students to adult prison inmates, and, 

perhaps most tellingly, successfully to Kntuaxa First Nation school. The play was premiered at the 

Chief Dan George Theatre at the University of Victoria in March 2017.  It was formally presented by 

Middle School children at the First Peoples House at the University of Victoria to an audience of 

Wsanec and Lekwungen Elders of Vancouver Island, Indigenous educators, UVic students and 

children from local schools in March 2018. 

 

Characters 

Nun 1 

Nun 2  

Nun 3  

Children (7 including Izzy, Pru, Martha and Tilly)  

Photographer/Mayor 

Rats /Children of Hamelin/Townspeople 

Pied Piper 

Izzy (crippled child) 

Martha (deaf child) 

Pru (blind child) 

Parents 1, 2, 3, 4, 5, 6  
337



	 3	

Grandmother 

Chief’s Daughter 

Old Woman 

Frog 

Frog Girl 

Boy Hunters (2) 

 

Music: (from) 

1. Hildegard von Bingen ‘The Fiery Spirit’ 

2. Mi’kMaq Honour Song 

3. Victory Song from http://libguides.uvic.ca/lesson/IED drum songs                                          

                                     

      Prologue 

 

(Projected slides US: 1. Unknown residential school class.  2. ‘Last window’ at St. Eugene’s Mission 

School.  Enter Cast to single bell, tolling.) 

Nun 1:  In the year of 1284, on the day of Saints John and Paul on the 26th of June, 130 children born 

in Hamelin were stolen by a piper, dressed in all kinds of colors.  The piper led them to the place of 

execution near to Koppen Hill. 

Izzy:  I wanted to follow the piper.  Tried to follow.  But his step was so lively, I couldn’t keep up with 

him or with the others. 

Pru:  I heard the music.  I so wanted to follow.  But I couldn’t see which way they went. 

Martha:  I never heard a thing, but I saw them dance away. 

Izzy:  The last thing I saw was Tilly.  She looked back and waved to me.  (Tilly waves as she skips 

away.)  They’ll come back.  Some day.  I know they will.  There’s a secret path.  They’ll find the secret 

path that will bring them home.  (She doesn’t move.)  I’ll wait.  

Grandmother, tell us about the secret path. 

Grandmother:  There are many paths: some secret; some not.  But the path away from the village is 

also the path that brings you home.  There is the path that leads to the lake that is full of frogs. 

Pru: The lake where the chief’s daughter used to go to listen to their songs. 

Grandmother:  But one day, she heard no singing.  She heard human voices instead. 

Boy hunter 1: Quick, let’s go. We have them all. 

Boy hunter 2: Now we are great hunters too. 

Grandmother: When the two boys had left, she walked towards the lake, listening. At first all seemed 

quiet and still. Then, close by, a small voice said,  

Frog Girl: Sister, I am calling you. 
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Chief’s Daughter: Who said that? 

Frog Girl: Here.  I am here. 

Chief’s Daughter: Oh my! How is it you use human speech? 

Frog Girl:  I will show you.  Follow me to the shore of the lake. You see, we live as you do. 

Chief’s Daughter: But where are the people of your village? 

Frog girl: That is what the old woman wishes to ask you. That is her house behind. We shall go see 

her now. 

Grandmother:  At the back of the house sat a small and very old woman. 

Old Woman:  I am all alone.  My children have been taken, and I no longer have their songs to comfort 

me.  Do you know where my children are? 

Chief’s Daughter:  I have seen two boys with nets and baskets at the lake.  

Grandmother: At this, the old woman began to cry. 

Old Woman:  Oh, my children!  Where have they taken my children?  I am alone now. 

Grandmother:  The house grew hotter and began to shake. 

Frog Girl:  Quick sister.  You must return to your own village.  I fear something terrible is about to 

happen. 

Chief’s Daughter:  But how? 

Frog Girl:  Close your eyes and think only of the path that takes you home.  Do not think of this place.  

Find the path. 

Grandmother:  When she was on the shore, it was not the same – no longer still and quiet.  Black 

smoke filled the air and thunder roared in the distance.  The chief’s daughter ran into the forest.  As 

she stumbled in the undergrowth, she came upon a secret path.  

 

Scene 1 

 

(Enter Parents.  X to DL and DR.) 

Parent 1:  Children’s fingerprints on the frozen window of a schoolhouse. 

Parent 2:  An empire, I read somewhere, maintains itself through the cruelty of its prisons. 

(Nuns enter with Children who quickly draw a hopscotch frame.  They cue up the game for 

themselves.  In turn they skip through the frame.  Child 1 stands at the head of the frame.  They move 

faster and faster through 2 or 3 iterations. Behind the game of hopscotch, a group of children, secretly 

play a traditional game, perhaps, Lahal, the bone game, which the school has forbidden.  The bone 

game is frozen at a glance from the Nuns.) 

Child 1:  Freeze! (They do.  One child trips back.)  And, no stepping back! 

Child 2:  Kamloops Residential School opened 1890 closed1978. 

Child 3:  Lejac Indian Residential School opened 1910 closed 1976 
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Child 4:  Kootenay Indian Residential School opened 1898 closed 1970. 

Child 5:  Lower Post Indian Residential School opened 1951 closed 1975 

Child 6:  Alberni Indian Residential School. Opened1912 (Beat) Burned down 1917.  They rebuilt it. 

(Double beat) We burned it down again, 1923… (All nod in satisfaction.) 

(Enter Piper figure weaving in and out of the still figures singing a settler traditional children’s song, 

‘Girls and Boys Come Out to Play’, in an eerie sing-song repetition.)  

Piper: Girls and boys, come out to play, 

The moon doth shine as bright as day. 

Leave your supper, and leave your sleep, 

And join your playfellows in the street. 

Come with a whoop, and come with a call, 

Come with good will or come not at all. 

Up the ladder and down the wall, 

A penny loaf will serve us all.  

(They follow the piper off stage.  Dissolve to a boy and girl sitting together, DL.  Boy 1 comforts Girl 1, 

his sister.). 

Girl 1: (Teary) Why can’t we be together?  

Boy 1: They won’t allow it.  I don’t know why. 

Girl 1:  But … 

Boy 1:  You have to sleep with all the other girls from now on.  Not family. 

(Exit Boy 1.  Enter Girl 2.  They are at a washbasin). 

Girl 2: (Warns her) You have to hurry up and brush your teeth before they turn out the lights. (With 

more empathy) Here, you can have some of my baking soda. 

Girl 1: (Weepy and traumatized).  This man came.  He talked to my grandmother, and then they put 

my brother and me in a truck with lots of other kids.  There were all crying.  I hate it here.  Why can’t 

we speak our language?  Where is my brother sleeping?  I’m afraid of the dark. (Tears up)  

Girl 2:  Come on.  We don’t let them see us cry here. (Yet more gently) You needn’t be afraid of the 

dark.  But do hurry up. 

Girl 1:  (Looks at toothbrush and shrugs) I didn’t get anything I could eat. I’m hungry. 

Girl 2:  Everyone’s hungry.  You’ll get used to it.  The boys trap rabbits and find food for us.  Your 

brother could help them.  

Girl 1:  I miss my family. 

Girl 2:  Listen, we all have to look out for each other here – like family.  I’ll look after you, I promise.   

 

Scene 2 
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(Enter Grandmother, Izzy, Pru and Martha.) 

Grandmother:  So the chief’s daughter followed the secret path that took her through the forest, back 

to her own village. 

Izzy:  (Remembering what her grandmother had said.)  The path away from the village is also the path 

that brings you home. 

Grandmother:  But when she got back to her village, there was no one there.  The volcano was 

erupting and the forest was on fire.  Her village would soon be destroyed.  She called into each of the 

houses for anyone who might have stayed behind.  No-one answered…until she got to the very last 

house.  But the voices she heard weren’t human.  They were the voices of frogs. 

Chief’s Daughter:  Oh!  My relatives!  Come, I’ll take you home to your village beneath the lake. 

Grandmother:  When they reached the shore of the lake, the frogs eagerly slipped beneath the 

surface. 

Chief’s Daughter:  Farewell, my sisters and brothers.  I must look for my own family now.  Remember 

me to the old woman. 

Izzy:  And the chief’s daughter knew where the secret path was, and followed it home. 

Martha and Pru:  Are there really secret paths? 

Izzy: (Emphatically) Of course.  Grandmother says so.  

 

Scene 3 

 

(A schoolroom.  An apparent freeze.  The children are mirroring the unnatural poses in the b/w class 

photo shot. The picture is being taken for the benefit of the governors and purse holders.) 

  Photographer (avuncular):  Children?  You need to show the governors how nicely you can stand for 

the photograph.  (He fusses with his equipment as Nun 1, who is a terror, physically sets up the 

students, none too gently, for the shoot.  She views her arrangement then approaches several in turn. 

Each vocalize thought-track as she turns her back.) 
Nun 1:  Sit up straight! 

(Child 1, thought-tracking:  I am sitting up straight. 

Nun 1:  Will you sit still, stupid girl! 

(Child 2, thought-tracking):  I am not stupid.   

Nun 1:  I despair.  Do you even understand what I’m saying to you? 
(Child 3, thought-tracking):  I do not speak your language. 
Nun 1:  What is wrong with you? 

(Child 4, thought-tracking):  I am homesick. 

Nun 1:  Keep quiet. 

(Child 5, thought-tracking)  I did not say a word. 
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Nun 1 (holding the last child’s head and looking her in the eyes demanding acquiescence):  Who do 

you think you are? 

(Child 6, thought-tracking): (With pride) I am Lisa Four Feathers.    

(US the class re-animates.) 

Nun 1:  Class!  Look beside our Blessed Savior who died for our sins (points impatiently for the slower 

ones) there, over the piano! (Beat).  You can see the school motto.  Those words in the holy language 

we all live by.  Say after me: vestigia nulla retrorsum. 

(They do, parrot fashion one word at a time, clapped, sing-song faster and faster, like the hopscotch 

game, until…) 

Nun 1:  (Fiercely) Stop!  Never.  Look.  Back.  Any of you.  (She is pointedly referring to their heritage.) 

(to Nun 2) Don’t be too soft on them.  They are here to learn new ways.  Our ways and the ways of the 

Lord. 

Nun 2:  But they are children – some very young, and far away from home.   

Nun 3: What harm can a little kindness do? 

Nun 1:  You are young, sisters!  A great deal of harm!  And you both would do well to remember 

our motto: vestigia nulla retrorsum. 

Nuns 2 and 3:  Yes, sister.   

Nun 2:(Tone switch into a K teacher style delivery.) Our story this morning is a lesson about children.  

It’s called The Pied Piper.  Say it. (They do. To Nun 3). Go on, sister. 

Nun 3:  In a town, called Hamelin, far away, the townsfolk had a big problem:  

 

Scene 4 

(Enter Rats.) 

Rats:  Rats!!!   

      (The Rats physicalize the narrative.) 

Nun 2: (V/O.  Fluent telling now)  

Rats!  They fought the dogs and killed the cats,  

And bit the babies in the cradles. 

They ate the cheeses out of the vats 

And licked the soup from the cooks own ladles. 

Split open the kegs of salted sprats,  

Made nests inside men's Sunday hats,  

And even spoiled the women's chats,  

By drowning their speaking  

With shrieking and squeaking  

In fifty different sharps and flats. 
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So the people went to the mayor and they said, 

(Rats vocalize the townspeople’s appeal.) 

Rats: ‘Do something!’ 

 Nun 3:  And suddenly there was music out of a dream, and footsteps,  

and into town came the strangest figure!  

(Enter Piper) 

His queer long coat from heel to head  

Was half of yellow and half of red 

And the Mayor said, 

Mayor: It’s like my grandfather,  

Starting up at the Trump of Doom's tone,  

Had walked this way from his painted tombstone!'' 

Nun 2:  And the figure said,  

Piper:  I hear you have a problem?  Now, I am able 

By means of a secret charm, to draw  

All creatures living beneath the sun,  

That creep or swim or fly or run. 

If you give me a thousand guilders, I’ll rid your town of rats…’ 

Nun 3:  And so they shook hands. 

All: It’s a deal 

(The Piper leads rats around the stage) 

Pru:  Where is the music coming from? 

Martha:  Music? 

Izzy:  The piper is leading the rats to the river! 

(The Piper leads the rats off-stage where they drown in turn.  When the last rat drowns, the Piper 

returns as the children’s cheer.  If the children are also playing the rats they can be ‘woken’ in turn by 

the crippled child with the news that the rats have drowned.) 

Mayor:  They’ve gone.  They’re drowned! 

Nun 2:  You should have heard the Hamelin people, 

Ringing the bells till they rocked the steeple. 

Mayor: Go!  
Nun 2: Cried the Mayor 

Mayor: And get long poles,  

Poke out the nests and block up the holes!  

Consult with carpenters and builders,  

And leave in our town not even a trace  
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Of the rats!   

Nun 3: (Enter Piper, evidently enjoying hero status.  He confronts the Mayor.)  

When suddenly, up the face  

Of the Piper perked in the market-place,   

Piper:  First, if you please, my thousand guilders! 

Mayor: (Double beat.  Takes the Piper DS for a private man to man talk) You know that was a joke, 

right?  A thousand?  Look…here’s fifty.  My only offer…unless, of course, you can bring the rats back 

to life? (Aside as he exits) Oh, I can trick any trickster. 

(The children have gathered C to play clapping and celebration games. The Piper pauses, looks after 

the Mayor and starts once more to sing, ‘Girls and Boys Come Out to Play’ as a loop.  The children 

follow him into a circle that sees Izzy, Pru and Martha isolated and desperate to keep up.  The Piper 

leads off the skipping children US, where they freeze and turn their backs.  Enter the Mayor looking 

smug.) 

Mayor:  A fine day for Hamelin!  (Double beat) So, where are your friends?   

(Martha ‘signs’ what has happened.) 

Pru:  I felt them rush past; heard them calling. 

Izzy:  We saw a man.  He took all the children with him.  We tried to follow them. 

Mayor: (Aghast) All of the other children? 

 

Scene 5 

 

 (In paired vignettes, parent and child. One by one, the children turn away from their parents.  As each 

one does so, the parents respond in turn.)   

Parent 1: I don’t know what happened.  It was all so fast.  Where  

did you go?  When I close my eyes.  I can still see you. 

Parent 2:  I remember her eyes, so bright, so curious about the world. 

Now my baby is gone.  I wonder what my baby is looking at now? 

Parent 3:  What happened?  Everything is so quiet.  There is no one here.  

Parent 4:  It’s all too late.  My heart is broken.  I want to die, I want to die. 

Parent 5:  It sickens me that it has come to this.  And I hope you know I love you. 

Parent 6:  I always caught you when you fell.  But I wasn’t able to catch you this time.   

 

 

 

 

Scene 6 
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 (Six children return to the hopscotch framework.  They play until they fill each spot.  A long beat after 

every speech.) 

Child 1:  Belvie Sooke, born 1900, died 1908, TB. (Lies down.) 

Child 2:  Night Eagle, born 1930, died 1939, scarlet fever. (Lies down.) 

Child 3:  Jimmie Sunchild, born 1942, died 1953 of a broken heart. (Lies down.)  

Child 4:  Lisa Four Feathers, born 1948, grandmother. (Beat) Survivor. 

 Child 5:  Murray Sinclair, born 1951, Senator. Chair of the Indian Residential Schools Truth and 

Reconciliation Commission. 

Child 6:  The Honourable Jody Wilson-Raybould, born 1971, First Aboriginal Justice Minister of 

Canada, appointed 2016. 

Epilogue 

 

(Izzy, Pru and Martha sit, as before.  Pru passes her a blanket.) 

Izzy:  Thank you. 

Martha:  It’s been weeks, Izzy. 

Pru:  The cold weather will be here soon. 

Izzy:  I can’t give up now.  I had a dream.  When I woke up this morning, I just felt that something was 

about to happen’ 

(Enter Grandmother and Chief’s Daughter) 

Grandmother: The girl returned to her village as a heavy rain began to fall. 

Many canoes were landing on the beach.  Her people were returning now that the rain had put out the 

fires. 

Chief’s Daughter:  “Father!  Mother!  I am here!” she shouted as she ran to meet them. 

Grandmother:  The chief said to his daughter “Where have you been?  What has happened here?” 

The chief’s daughter told her story of the village, the old woman whose house shook with fire and the 

capture of her children. 

Chief’s Daughter: You see, they’re our sisters and brothers.  We should treat them so. 

Izzy:  Is it you, Tilly? (Hearing something.)  Who’s there? 

(A figure slowly enters in the trees. Tilly comes closer.  A smile of recognition 

appears on Izzy’s face.) 

Pru and Martha:  There really is a secret path!  

Izzy:  I knew you’d come back.  The secret path? 

(Tilly nods, smiling) 

Izzy:  The path that takes you away is the path that will bring you home.  (Pause as she looks at Tilly.) 

The others? 
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Tilly:  Maybe, someday they’ll find the secret path too. 

 

The End. 
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Case Study 1:  
 
Group 2: Informed consent from Course Instructor:  
Send an email with the consent form attached to ask permission to reflect on process of 
forming partnership with course instructor and developing workshop with course instructor, 
and to use survey results in study.  
 
Group 1: No consent obtained from participants from secondary data with identifiable 
information:  
 
With reference to Article 3.7A of the TCPS2:  
 
a) No more than minimal risk:  
Students will remain completely anonymous. Aside from the date (which I have only in some 
cases), the course instructor's name, and the course name, which I will omit from my research, I 
cannot not include any other identifying information. As the researcher I am unable to contact 
or identify any specific participant. The post-workshop feedback forms, which I gave out at the 
end of every workshop do not have students’ names on them. The students were told their 
feedback would used to improve my own practice, and future iterations of the workshop.  
 
I will ensure that I do not overgeneralize or use blanket statements to indicate "all" participants 
in my written reflections of the participation in this workshop to ensure that students are not 
misrepresented. I will clearly state that direct data was not gathered before the workshop, 
during the workshop, or after it. I will state that I am using secondary data – it is coming from 
my own recollections and that my memory may not accurately recall the reactions and actions 
of all the students during the activities.   
 
The workshop which I facilitated in the different iterations of this course was approved in 
advance by the instructor. He ensured that the workshop activities were within the scope the 
students' ability and knowledge level. Arts-based pedagogy is commonly used across disciplines 
in post-secondary education.  
 
b) The alteration to consent requirements is unlikely to adversely affect the welfare of the 
participants:  
 
Participation in the workshop was similar to any other session in the course, and was not 
assessed by me. To ensure that participants are not misquoted, I will acknowledge clearly in my 
writing that I am drawing from my own memory, and that I did not conduct any detailed or 
systematic data collection at the time. The purpose of the use this workshop in my research is 
to discuss what conditions, if any, made it possible for participants to participate 
wholeheartedly in the workshop itself. 
 
c) It is impossible or impractical to carry out the research and to address the research question 
properly, given the research design, if the prior consent of participants is required: 
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It is my intention, in this research, to exemplify three different instances which I facilitate with 
future/current members of the state. I have identified this past workshop because it fits within 
this inclusion criteria.   
 
I cannot go back to participants to ask for informed because I am unable to contact them.  
 
Case study 2:  
 
Group 2: Informed consent from Course Instructors:  
Send an email with the consent form attached to ask permission to reflect on process of 
forming partnership with course instructor and developing workshop with course instructor, 
and to use survey results in study.  
 
Group 1: No consent obtained from participants from secondary data with identifiable 
information:  
With reference to Article 3.7A of the TCPS2:  
 
a) No more than minimal risk:  
Students will remain completely anonymous. Aside from the date, the course instructor's name, 
and course name, which I will omit from my research, I will not include any other identifying 
information. As the researcher I am unable to contact or identify any specific participant. The 
post-workshop feedback forms, which were given to the students by the instructor and shared 
with me afterwards are also anonymous, and do not have students’ names on them. The 
students were told that this feedback would be used to improve the course itself, and would be 
shared with me so I could learn from the workshop as an applied theatre practitioner.  
 
I will ensure that I do not overgeneralize or use blanket statements to indicate "all" participants 
in my written reflections of the participation in this workshop to ensure that students are not 
misrepresented. I will clearly state that direct data was not gathered before the workshop, 
during the workshop, or after it. I will state that I am using secondary data – it is coming from 
my own recollections and that my memory may not accurately recall the reactions and actions 
of all the students during the activities.   
 
The workshops which I facilitated in these classes were approved in advance by the instructor. 
She ensured that the workshop activities were within the scope the students' ability and 
knowledge level. Arts-based pedagogy is commonly used across disciplines in post-secondary 
education.  
 
b) The alteration to consent requirements is unlikely to adversely affect the welfare of the 
participants:  
 
Participants have already completed the course and this research will not impact any students' 
grade in the course. To ensure that participants are not misquoted, I will acknowledge clearly in 

348



my writing that I am drawing from my own memory, and that I did not conduct any detailed or 
systematic data collection at the time. The purpose of the use this workshop in my research is 
to discuss what conditions, if any, made it possible for participants to participate in the 
workshops themselves – conditions such as: the workshops’ connection to other classroom 
material, the structure of the workshop itself, the length of the workshop, etc.  
 
c) It is impossible or impractical to carry out the research and to address the research question 
properly, given the research design, if the prior consent of participants is required: 
 
It is my intention, in this research, to exemplify three different instances which I facilitate with 
future/current members of the state. I have identified this past workshop because it fits within 
this inclusion criteria.  
 
I cannot go back to participants to ask for informed because I am unable to contact them.  
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Group 2,3: Law students and Judges: Post TIE Program survey:  
• What came up for you as you participated or observed the drama work?  
• What connections can you make between the drama work and your (future) profession? 

Your personal life?  
• How do colonial values influence personal thoughts? Systems? What, if anything in the 

drama work, brought this to the forefront?  
• Who do those colonial values serve? What, if anything in the drama work, brought this 

to the forefront?  
• What does it mean to decolonialize? Ourselves? Our systems?  
• Having participated in this drama work, is there anything that you will carry with you?  
• What conditions have made you feel safe to participate in this work?  
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1. As best as you can recall, how openly did your students participate in the applied 
theatre workshops?  

 
 
 
 
 
 
 
 

2. Can you identify content, techniques, or methods you observed that helped support 
student participation?  

 
 
 
 
 
 
 
 
 

3. Did the workshop encourage students to think critically with regards to the 
structures/systems/institutions that the students may be working within in their future 
careers?  

 
 
 
 
 
 
 

4. Any other comments?  
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TIE Program Framework:   

1. Introduction of ourselves and ceremony 
2. Introduction to workshop: What is applied theatre, how was this workshop 

developed, what participation might look like, guidelines for conduct. Key question: 
What does it mean to know and question your own biases? What is decolonization? 
undoing and unlearning colonial values  

3. Bolton and Heathcote’s Levels of Explanation exercise here? 
4. Intro to the play: The values that underpinned creation and the ongoing function of 

residential schools greatly influence the values that underpin our current child 
welfare system. 

5. No Stepping Back 
6. Compliance/Defiance. How did Lisa Four Feathers survive residential school? 
7. Bolton and Heathcote’s Levels of Explanation exercise here? 
8. Scenario – misreading 
9. How are judges read in the/our community? 
10. How might you strive to be objective at all times in all decisions? 
11. Ceremony 
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Participant Consent Form 

 

 
 

Theatre in Education Workshop: Decolonizing Child Welfare 
 
 
You are invited to participate in a study entitled Theatre in Education Workshop: Decolonizing 
Child Welfare that is being conducted by Lauren Jerke.  
 
Lauren Jerke is a graduate student in the department of Theatre at the University of Victoria 
and you may contact her if you have further questions by email at jerkel@uvic.ca or phone 
( ).   
 
As a graduate student, Lauren is required to conduct research as part of the requirements for a 
degree in Applied Theatre. It is being conducted under the supervision of Dr. Warwick Dobson. 
You may contact Lauren’s supervisor at .  
 
Until December 31, 2019 please contact Devon Goldie (devon.goldie@gmail.com) with any 
questions about this study.   
 
This research is being funded by the University of Victoria’s Strategic Framework Funding 
Initiative, and by the Learning and Teaching Support and Innovation Centre at the University of 
Victoria.   
 
Purpose and Objectives 
The purpose of this research project is to deliver a theatre in education (TiE) program that 
encourages participants to consider what it means to decolonize the child welfare system.   
 
Importance of this Research 
Applied theatre typically only those who are experiencing a social injustice. This project 
attempts to address social injustice using a new tactic – by including future and current 
gatekeepers. 
 
Participants Selection 
You are being asked to participate in this study because you are participating in the design, 
implementation, and evaluation of the TiE program.   
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What is involved 
 
If you consent to voluntarily participate in this research, your participation will include:  

1. Signing the Court of Queen’s Bench Confidentiality agreement. It is located at the end of 
this document.  

2. Taking part in all required aspects of the course.  
3. If you consent to participate in this study, the information gathered during the course 

that will be used for research purposes is:  
• The researcher’s own written observations (field notes) of your contributions during 

TIE Program development, delivery, and reflection/evaluation sessions;  
• Materials you created during the development and delivery of the TIE Program, such 

as scripts or monologues from dramatic scenes in the TIE Program and their own 
facilitation notes; and,  

• A sample of your written assignment, the “annotated workshop”.   
  
Your time commitment as a research participant would be for the duration of the directed 
study you are involved in (finishing Dec. 2, 2019).   
 
Power over 
There is a power-over relationship between you and the researcher and supervisor of this 
study. In order to mitigate the pressure you may feel to participate:  

• Recruitment will be done by a neutral third party, Devon Goldie.   
• If you consent to participate in this research, the research team will not be 

aware of it until after grades for this course have been submitted.  
• Before December 31, 2019, if you would like to discuss aspects of the study or 

withdraw from the study, please contact Devon Goldie 
(devon.goldie@gmail.com).   

 
Inconvenience 
Participation in this study may cause some inconvenience to you, including increased 
awareness or consciousness of your own contributions during the directed study.   
 
Risks  
Designing, implementing and reflection on the TIE Program is on par with other applied theatre 
courses. However; due to the nature of the research topic and the potentially emotional 
content of the project and the TIE Program, it is possible you may experience some emotional 
or psychological discomfort, and/or feelings of shame or distress.   
 
To prevent and/or deal with these risks, the following steps will be taken:  

• The facilitator will acknowledge the difficult nature of the subject matter.  
• Students will be supported throughout the sessions with intermittent indigenous 

partnership engagement (including 2 visits with UVic Elders), where they can engage in 
constructive discussions about some of their discomforts, if they so chose.  
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• Also, participants will also be encouraged to find support through UVic resources, such 
as the UVic Elder in Residence, or a UVic counsellor if you need additional support. 

 
Benefits 
The potential benefits to your participation in this research include:  

• To you: This will be an opportunity to consider in depth the question of decolonization, 
and how colonial values have informed and influenced personal and system decisions.  
Each collaborators’ perspective will be heard and considered. As a research participant, 
your ideas will contribute to the final TIE Program version. 

• To society: Decolonization is a topic of national interest and in order to begin this 
process, time is required to need to give it due attention and consideration. The group 
atmosphere of this workshop may provide more engagement, motivation, and interest 
in the topic itself.  

• To the state of knowledge: Participation in this research will help to refine our ability to 
design, implement, and reflect on projects that involve perspectives of both those who 
may have experienced a social injustice and future decision-makers. 

 
Voluntary Participation 
You have the right to refuse to participate in the research and you can withdraw your 
information for the research at any time without any consequences or penalty of any kind. This 
means you can still fully participate in all aspects of the course, but can decline consent for the 
researcher to include your own specific contributions throughout the course in the study. 
 
Your participation or non-participation with have no effect on outcomes (e.g., grades) nor on 
your relationship with the researcher. There is no disadvantage in not consenting: all students 
will still engage in all aspects of the TIE Program development, delivery, and reflection.   
 
If you withdraw from the study, your specific contributions to the design, facilitation and 
reflection on the workshop will be used as data with your permission only. To withdraw from 
the research, contact Devon Goldie (devon.goldie@gmail.com).   
 
Anonymity 
Research participants and non-participants will remain anonymous to the research team, until 
after final grades have been submitted. Devon Goldie will collect completed consent forms, and  
will maintain these securely until after final grades have been submitted. 
 
Confidentiality 
Pseudonyms will be used instead of your own name in the dissemination of results. 
 
Also, the specific course information, such as the course title and dates will be omitted in the 
research dissemination. Only the program name (i.e. undergraduate applied theatre students), 
and the purpose of the course (i.e. to develop, deliver, and evaluate a TIE Program) will be 
included.  
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If any person (whether they have consented to participate in the research or not) would like to 
remove a specific thing they said or did in the TIE Program from the researcher’s field notes, 
please contact Lauren or Devon.  
 
Dissemination of Results 
It is anticipated that the results of this study will be shared with others in a published peer-
reviewed journal, in Lauren’s dissertation (which will be publicly accessible on “UVicSpace”), 
class presentations, and presentations at scholarly meetings. 
 
Disposal of Data 
Data from this study will be disposed of by erasing electronic data, and shredding any paper 
copies of data.  
 
Contacts 
Until December 31, 2019 please contact Devon Goldie (devon.goldie@gmail.com) with any 
questions about this study. After December 31, 2019, you may contact Lauren Jerke (in person, 
by phone, or via email). 
 
Individuals that may be contacted regarding this study include Lauren Jerke (Researcher), and 
Warwick Dobson (Supervisor). Lauren and Warwick’s contact information is at the beginning of 
this consent form.  
 
In addition, you may verify the ethical approval of this study, or raise any concerns you might 
have, by contacting the Human Research Ethics Office at the University of Victoria (250-472-
4545 or ethics@uvic.ca).  
 
If you wish to withdraw from the study, or if you wish to discuss some aspects with someone 
outside the research team, contact: Devon Goldie (devon.goldie@gmail.com).   
 
Your signature below indicates that you understand the above conditions of participation in this 
study, that you have had the opportunity to have your questions answered by the researchers, 
and that you consent to participate in this research project. 
 
 

     
Name of Participant  Signature  Date 

 
 
 

A copy of this consent will be left with you, and a copy will be taken by the researcher. 
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Participant Consent Form 

 

 
 

Theatre in Education Workshop: Decolonizing Child Welfare 
 
 
You are invited to participate in a study entitled Theatre in Education Workshop: Decolonizing 
Child Welfare that is being conducted by Lauren Jerke.  
 
Lauren Jerke is a graduate student in the department of Theatre at the University of Victoria 
and you may contact her if you have further questions by email (jerkel@uvic.ca) or phone 

.   
 
As a graduate student, Lauren is required to conduct research as part of the requirements for a 
degree in Applied Theatre. It is being conducted under the supervision of Dr. Warwick Dobson. 
You may contact Lauren’s supervisor at .  
 
This research is being funded by the University of Victoria’s Strategic Framework Funding 
Initiative, and by the Learning and Teaching Support and Innovation Centre at the University of 
Victoria.   
 
Purpose and Objectives 
The purpose of this research project is to deliver a theatre in education (TiE) program that 
encourages participants to consider what it means to decolonize the child welfare system.   
 
Importance of this Research 
Applied theatre typically only those who are experiencing a social injustice. This project 
attempts to address social injustice using a new tactic – by including future and current 
gatekeepers. 
 
Participants Selection 
You are being asked to participate in this study because you will be participating in the TiE 
program.   
 
What is involved  
If you consent to voluntarily participate in this research, the information collected during the 
workshop will be:  
 

• Lauren’s own written observations (field notes) of group discussions and actions during 
delivery of the TIE Program;  

• collected materials generated by you during the delivery of the TIE Program, such as 
scripts or monologues from improvised dramatic scenes in the TIE Program, written lists 
or contributions during the TIE Program; and,  
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• A post-workshop survey will be handed out in person directly after the program. 
 
Your time commitment as a research participant is for the duration of the TiE Program.  
 
Inconvenience 
Participation in this study may cause some inconvenience to you, including increased 
awareness or consciousness of your own contributions during the TIE Program.   
 
Risks  
This subject matter is often discussed in the law school, and arts-based teaching methods are 
used throughout the UVic Faculty of Law.  However, due to the nature of the potentially 
emotional content of the project and the TIE Program, it is possible that you may experience 
some emotional or psychological discomfort, and/or feelings of shame or distress.   
 
Please note:  

• Participation throughout the TiE Program is completely voluntary.  
• The TIE Program Lauren and the theatre students will facilitate is designed to 

accommodate non-experienced theatre people.  
• Identifying information, such as your name, will not be used in study dissemination.  
• The facilitator will acknowledge the difficult nature of the subject matter.  
• Also, you are encouraged to find support through UVic resources, such as the UVic Elder 

in Residence, or a UVic counsellor if you need additional support. 
 
Benefits 
The potential benefits to your participation in this research include:  

• To you: This will be an opportunity to consider in depth the question of decolonization, 
and how colonial values have informed and influenced personal and system decisions.   

• To society: Decolonization is a topic of national interest and in order to begin this 
process, time is required to need to give it due attention and consideration. The group 
atmosphere of this workshop may provide more engagement, motivation, and interest 
in the topic itself.  

• To the state of knowledge: Participation in this research will help to refine our ability to 
design, implement, and reflect on projects that involve perspectives of both those who 
may have experienced a social injustice and future decision-makers. 

 
Voluntary Participation 
You have the right to refuse to participate in the research and you can withdraw your 
information for the research at any time without any consequences or penalty of any kind. This 
means you can still fully participate in all aspects of the TIE Program, but can decline consent 
for the researcher to record your own specific contributions throughout the course, including 
all verbal comments and written materials. There is no disadvantage in not consenting: all 
students will still engage in all aspects of the TIE Program.   
 
If you withdraw from the study, your specific contributions in the workshop will be used as data 
with your permission only. To withdraw from the research, contact Lauren Jerke in person, by 
phone, or via email.   
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Anonymity 
Anonymity from the researcher is not possible. It will be possible to link responses and 
participation to each participant. 
 
Confidentiality 
Confidentiality will be ensured at all steps throughout the research to protect research 
participants' identity. Those who consent to take part in the research will be anonymous to all 
other TIE Program participants, and the UVic applied theatre students.  In research 
dissemination, summaries of activities that took place in the workshop will use general terms, 
like “participants” and “person”. To describe the positions of the participants, I will use general 
terms “law students”, omitting any further identifying information, such as location, date, etc. 
In order to describe specific individual's contributions, I will use pseudonyms. 
 
If you like to remove a specific thing you said or did in the TIE Program from the researcher’s 
field notes, you can speak to Lauren about it in person, by phone, or via email. 
 
Dissemination of Results 
It is anticipated that the results of this study will be shared with others in a published peer-
reviewed journal, in Lauren’s dissertation (which will be publicly accessible on “UVicSpace”), 
class presentations, and presentations at scholarly meetings. 
 
Disposal of Data 
Data from this study will be disposed of by erasing electronic data, and shredding any paper 
copies of data.  
 
Contacts 
Individuals that may be contacted regarding this study include Lauren Jerke (Researcher), and 
Warwick Dobson (Supervisor). Both parties’ contact information is located at the beginning of 
this consent form.  
 
In addition, you may verify the ethical approval of this study, or raise any concerns you might 
have, by contacting the Human Research Ethics Office at the University of Victoria (250-472-
4545 or ethics@uvic.ca).  
 
If you wish to withdraw from the study, or if you wish to discuss some aspects with someone 
outside the research team, contact: Devon Goldie (devon.goldie@gmail.com).  
 
Your signature below indicates that you understand the above conditions of participation in this 
study, that you have had the opportunity to have your questions answered by the researchers, 
and that you consent to participate in this research project. 
 
 

     
Name of Participant  Signature  Date 
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A copy of this consent will be left with you, and a copy will be taken by the researcher. 
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Participant Consent Form 

 

 
 

Theatre in Education Workshop: Decolonizing Child Welfare 
 
You are invited to participate in a study entitled Theatre in Education Workshop: Decolonizing 
Child Welfare that is being conducted by Lauren Jerke.  
 
Lauren Jerke is a graduate student in the department of Theatre at the University of Victoria 
and you may contact her if you have further questions by email at jerkel@uvic.ca or phone 

   
 
As a graduate student, Lauren is required to conduct research as part of the requirements for a 
degree in Applied Theatre. It is being conducted under the supervision of Dr. Warwick Dobson. 
You may contact Lauren’s supervisor at .  
 
This research is being funded by the University of Victoria’s Strategic Framework Funding 
Initiative, and by the Learning and Teaching Support and Innovation Centre at the University of 
Victoria.   
 
Purpose and Objectives 
The purpose of this research project is to deliver a theatre in education (TIE) program that 
encourages participants to consider what it means to decolonize the child welfare system.   
 
Importance of this Research 
Applied theatre typically only involves those who are experiencing a social injustice. This project 
attempts to address social injustice using a new tactic – by including future and current 
gatekeepers. 
 
Participants Selection 
You are being asked to participate in this study because you will be participating in the TIE 
program.   
 
What is involved 
If you consent to voluntarily participate in this research, the information collected for this study 
will be:  

• The researcher’s own written observations (field notes) of group discussions and actions 
during delivery of the TIE Program;  
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• Collected materials generated by you during the delivery of the TIE Program, such as 
scripts or monologues from improvised dramatic scenes in the TIE Program, written lists 
or contributions during the TIE Program; and,  

• A post-workshop survey will be handed out in person directly after the program. 
 
Your time commitment as a research participant would be for the duration of the TiE workshop.  
 
Inconvenience 
Participation in this study may cause some inconvenience to you, including increased 
awareness or consciousness of your own contributions during the workshop.   
 
Risks  
There are some potential risks to you by participating in this research, and they include:  

• Emotional or psychological discomfort: participation in this TIE Program is significantly 
different than the work-related activities you may be involved in on a daily basis.  

• Social risks: Your reactions and responses in the TIE Program will be witnessed by other 
workshop facilitators and participants (UVic students, indigenous partners, and your 
colleagues). 

 
To prevent and/or deal with these risks, the following steps will be taken:  

• Participation throughout the TiE Program is completely voluntary.  
• The participatory drama work Lauren and the UVic students will facilitate is designed to 

accommodate non-experienced theatre people.  
• Student facilitators, the researchers, and any other collaborators present at the 

workshop will sign a Non Disclosure agreement obtained from the Court of Queen’s 
Bench.  

 
Benefits 
The potential benefits to your participation in this research include:  

• To you: This will be an opportunity to consider in depth the question of decolonization, 
and how colonial values have informed and influenced personal and system decisions.   

• To society: Decolonization is a topic of national interest and in order to begin this 
process, time is required to need to give it due attention and consideration. The group 
atmosphere of this workshop may provide more engagement, motivation, and interest 
in the topic itself.  

• To the state of knowledge: Participation in this research will help the researchers and 
decision-makers in our systems, to refine our ability to design, implement, and reflect 
on projects that involve perspectives of both those who have experienced a social 
injustice. 

 
Voluntary Participation 
Your participation in this research must be completely voluntary. If you decide to participate, 
you may withdraw at any time without any consequences or explanation. If you withdraw from 
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the study, specific contributions you made in the workshop and your post-survey will be used in 
the study with your permission only.  
 
To withdraw from the research, you may contact the researcher, Lauren Jerke, in person, on 
the telephone or via email.  
 
Researcher’s Relationship to Potential Participants 
The researcher may have an existing relationship with some potential participants. To help 
prevent this relationship from influencing your decision to participate, the following steps have 
been taken:  

• This TIE Program, and research has been approved by Chief Justice Mary Moreau, and 
has been developed in partnership with Judges, lawyers, and employees and volunteers 
associated with Native Counselling Services of Alberta, and Yellowhead Tribal 
Community Corrections Society.  

• All decision, meetings, and discussions to plan the content of the workshop have 
involved all project partners. 

 
Anonymity 
Anonymity from the researcher is not possible. It will be possible for the researcher to link 
responses and participation to each participant. 
 
Anonymity amongst participants is possible.  Those who consent to take part in the research 
will be anonymous to all other TIE Program participants, and the UVic applied theatre students. 
 
Confidentiality 
Confidentiality will be ensured at all steps throughout the research to protect research 
participants' identity. In research dissemination, including written research reports, summaries 
of activities that took place in the workshop will use general terms, like “participants” and 
“person”. To describe the positions of the participants, I will use general terms “judges”, 
omitting any further identifying information, such as location, date, etc. In order to describe 
specific individual's contributions, I will use pseudonyms. 
 
If you like to remove a specific thing you said or did in the TIE Program from the researcher’s 
field notes, you can speak to Lauren about it in person, by phone, or via email. 
 
The researcher, students, and partners who attend the workshop will sign a Court of Queen’s 
Bench Non Disclosure agreement, ensuring participants remain anonymous.   
 
 
Dissemination of Results 
It is anticipated that the results of this study will be shared with others in a published peer-
reviewed journal, in Lauren’s dissertation (which will be publicly accessible on “UVicSpace”), 
class presentations, and presentations at scholarly meetings. 
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Disposal of Data 
Data from this study will be disposed of by erasing electronic data, and shredding any paper 
copies of data.  
 
Contacts 
Individuals that may be contacted regarding this study include Lauren Jerke (Researcher), and 
Warwick Dobson (Supervisor). Both parties’ contact information is located at the beginning of 
this consent form.  
 
In addition, you may verify the ethical approval of this study, or raise any concerns you might 
have, by contacting the Human Research Ethics Office at the University of Victoria (250-472-
4545 or ethics@uvic.ca).  
 
Your signature below indicates that you understand the above conditions of participation in this 
study, that you have had the opportunity to have your questions answered by the researchers, 
and that you consent to participate in this research project. 
 
 

     
Name of Participant  Signature  Date 

 
 
 

A copy of this consent will be left with you, and a copy will be taken by the researcher. 
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Participant Consent Form 

 

 
 

Theatre in Education Workshop: Decolonizing Child Welfare 
 
You are invited to participate in a study entitled Theatre in Education Workshop: Decolonizing 
Child Welfare that is being conducted by Lauren Jerke.  
 
Lauren Jerke is a graduate student in the department of Theatre at the University of Victoria 
and you may contact her if you have further questions by email at jerkel@uvic.ca or phone 
( ).   
 
As a graduate student, Lauren is required to conduct research as part of the requirements for a 
degree in Applied Theatre. It is being conducted under the supervision of Dr. Warwick Dobson. 
You may contact Lauren’s supervisor at .  
 
This research is being funded by the University of Victoria’s Strategic Framework Funding 
Initiative, and by the Learning and Teaching Support and Innovation Centre at the University of 
Victoria.   
 
Purpose and Objectives 
The purpose of this research project is to deliver a theatre in education (TiE) program that 
encourages participants to consider what it means to decolonize the child welfare system.   
 
Importance of this Research 
Applied theatre typically only those who are experiencing a social injustice. This project 
attempts to address social injustice using a new tactic – by including future and current 
gatekeepers. 
 
Participants Selection 
You are being asked to participate in this study because you are participating in the design, 
implementation, and evaluation of the TiE program.   
 
What is involved 
 
You can be involved in as many phases in this project as you like. If you consent to voluntarily 
participate in this research, the information collected from this project for the study will be:  
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• Lauren’s own written observations (field notes) of your contributions to discussions and 
actions during development, delivery, and evaluation of the TIE Program;  

• collected materials generated by you during these sessions, such as scripts or 
monologues from dramatic scenes in the TIE Program and their facilitation notes; and,  

• samples of your written “annotated workshop”.   
 
The TIE Program design, implementation, and evaluation will be finished Dec. 2, 2019.   
 
Inconvenience 
Participation in this study may cause some inconvenience to you, including increased 
awareness or consciousness of your own contributions throughout the project, time 
commitment and travel to rehearsal (if relevant) and performance spaces.  
 
Risks  
There are some potential risks to you by participating in this research, and they include: some 
fatigue and/or stress due to your time commitment, and the subject matter. Canada’s history of 
colonization and our current child welfare system are sensitive topics. You will not be asked to 
share personal experiences that connect with these topics, although if you would like to, you 
may. You will be asked to share your responses to the workshop as it is being designed.  
 
To prevent or to deal with these risks the following steps will be taken:  

• Participation in this project is entirely voluntary, and participants can reduce or cease 
their involvement at any time.  

• An environment of openness will be stated by the lead facilitator (aka the researcher).   
• If participants are uncomfortable, embarrassed, or stressed because of their 

participation in this project and they want to express it, they can discuss it privately with 
the facilitator.   

 
Benefits 
The potential benefits to your participation in this research include:  

• To you: This will be an opportunity to consider in depth the question of decolonization, 
and how colonial values have informed and influenced personal and system decisions.  
Each collaborators’ perspective will be heard and considered. As a research participant, 
your ideas will contribute to the final TIE Program version. 

• To society: Decolonization is a topic of national interest and in order to begin this 
process, time is required to need to give it due attention and consideration. The group 
atmosphere of this workshop may provide more engagement, motivation, and interest 
in the topic itself.  

• To the state of knowledge: Participation in this research will help to refine our ability to 
design, implement, and reflect on projects that involve perspectives of both those who 
may have experienced a social injustice and future decision-makers. 

 
Compensation 
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As a way to compensate you for any inconvenience related to your participation, regardless 
whether you are a research participant or not, you will be offered an honorarium for your 
participation in this project (equivalent of $20/hr). If you consent to participate in this study, 
this form of compensation to you must not be coercive. It is unethical to provide undue 
compensation or inducements to research participants. If you would not participate if the 
compensation was not offered, then you should decline for participating in this project as a 
research participant.  
 
Voluntary Participation 
You have the right to refuse to participate in the research and you can withdraw your 
participation in the research at any time without any consequences or penalty of any kind. This 
means you can still fully participate in all aspects of the project, but can decline consent for the 
researcher to record your own specific contributions throughout the process, including your 
verbal comments and written materials. 
 
Your participation or non-participation with have no effect on outcomes of the project itself, 
nor on your relationship with the researcher. There is no disadvantage in not consenting: you 
can still engage in all aspects of the TIE Program development, delivery, and reflection.   
 
If you withdraw from the study, your specific contributions to the design, facilitation and 
reflection on the workshop will be used as data with your permission only. To withdraw from 
the research, contact Lauren Jerke in person, by phone, or via email.    
 
Anonymity 
Anonymity from the researcher is not possible. It will be possible to link responses and 
participation to each participant. 
 
 
Confidentiality 
In research dissemination, summaries of activities that took place in the workshop will use 
general terms, like “participants”, and “indigenous partners”. At the request of the research 
participant and/or organization you may be associated with, I will omit any further identifying 
information, such as, the specific organization you may be associated with, location, date, etc.  
 
If any research participant or project participant who have not consented to participate in the 
research would like to remove a specific thing you said or did in the TIE Program from my field 
notes, please contact Lauren. 
 
Pseudonyms will be used instead of your own name in the dissemination of results, unless you 
consent to be credited in the results of the study, and to have your responses attributed to 
you by name – see section on ‘Waiving Confidentiality’ at the bottom of this document. 
 
Dissemination of Results 
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It is anticipated that the results of this study will be shared with others in a published peer-
reviewed journal, in Lauren’s dissertation (which will be publicly accessible on “UVicSpace”), 
class presentations, and presentations at scholarly meetings. 
 
Disposal of Data 
Data from this study will be disposed of by erasing electronic data, and shredding any paper 
copies of data.  
 
Contacts 
Individuals that may be contacted regarding this study include Lauren Jerke (Researcher), and 
Warwick Dobson (Supervisor). Both parties’ contact information is located at the beginning of 
this consent form.  
 
In addition, you may verify the ethical approval of this study, or raise any concerns you might 
have, by contacting the Human Research Ethics Office at the University of Victoria (250-472-
4545 or ethics@uvic.ca).  
 
Your signature below indicates that you understand the above conditions of participation in this 
study, that you have had the opportunity to have your questions answered by the researchers, 
and that you consent to participate in this research project. 
 
 

     
Name of Participant  Signature  Date 

 
 
 

A copy of this consent will be left with you, and a copy will be taken by the researcher. 
 
Waiving Confidentiality  
 
I consent to be identified by name / credited in the results of the study.  
I consent to have my responses attributed to me by name in the results. 
 
______________  (Participant to provide initials)   
 
 

 

368




