
"Imaginative Complicity": Audience Education in Professional Theatre 

by 

Monica M. Prendergast 
B.Ed., Queen's University, 1989 

B.F.A., University ofRegina, 1982 

Thesis Submitted in Partial Fulfillment of the 
Requirements for the Degree of 

MASTER OF ARTS 

in the Department of Curriculum and Instruction 

We accept this thesis as conforming 
to the required standard 

Associate Professor Carole Miller, Supervisor (Department of Curriculum and 

Dr. David deRosenroll, External Examiner (Department of Educational Psychology and 
Leadership Studies) 

© Monica M. Prendergast 
University of Victoria 

All rights reserved. This thesis may not be reproduced in whole or in part, by photocopy 
or other means, without the permi~sion of the author. 



Supervisor: Associate Professor Carole Miller 

ABSTRACT 

Belfry 101 is an arts partnership in education between the Belfry Theatre and both 

public and private senior secondary schools in and around Victoria, British Columbia, 

Canada. This partnership seeks to address questions around the development of 

cultural/aesthetic literacy and its relationship to audience education in the professional 

arts. This audience education project is also an example of synthesis between drama 

education and theatre education. Drama education strategies deepen students' interest, 

involvement and understanding of adult-audience professional theatre productions. 

Employing drama strategies in a professional theatre setting - in cooperative and 

interactive partnership with the theatre company involved - supports emerging theatre 

artists and may encourage future youth theatre attendance. 
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EPIGRAPH 

THE POEM 

To find a voice as natural 
As my own words when I am talking 
Thinking or feeling---

J ust as it is, 
A thought quietly flowing, 

a silent language. 

Louis Dudek 

V II 
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what 's missing? 

a passion for playgoing 
I possess 
a patriarchal gene 
passed down lo me 
an w1fair advantage 
given in inherited love 
through my father's career 
and /,is undying joy 
in this art form 

a good s101y 

·well told 
the on~v necessm:r 
ingredients 
but so much else 
can be stirred 
in the audience 
0 11 stage 

how do 1 
pass this on? 
to students 
who love drama 
who wrile 

direct 
design 
stage manage 
pe,form 

1Vho rarely go 
to the theatre? 

where is the space 
.for them ? 

the ans·wer lives 
i11 a professional company 
interested in young people 
desiring a younger audience 
i1·i/ling to open their doors 
wanting to interact 

to connect 

V III 

FRONTISPIECE 

V lll 



who is to do 
this work? 

a passionate playgoer 
ape1.former 
a director 
a teacher 
someone with 
the right genes 
the right mix 

me. 

IX 
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PREFACE 

This work is an attempt to weave together research theory (Chapters Two and Four) and 

practice (Chapters One, Three and Five) in the interdisciplinary fields of theatre and education, 

specifically in the study of theatre audience education. The theory is found here in the arts-based 

methodologies used to present each chapter: narrative and autobiography; dramatic voice forms of 

soliloquy and chorus applied to research; autoethnography; symbolic interaction; and participant 

data poetry. The practice described in these pages is the story of a professional theatre audience 

education project for senior secondary students that I have co-developed and facilitated over the 

past two years ( 1999 to 200 I) at the Belfry Theatre in Victoria, British Columbia. These are all 

explorations undertaken in an attempt to have my research topics and methods complement each 

other in harmony, unity and aesthetic quality. 

I encourage you, dear reader, to begin at the beginning and march straightway through this 

thesis paper, if that is your desire. But I also invite you to read these chapters in any order you 

may choose. Consider the chapter titles as links on a web page, and click on whatever talces your 

fancy. In this way, I am drawing on the model offered by Augusto Boal (1 998) in hi s book 

Legislative Theatre where he writes about his intention to create a truly interactive text: 

I believe that it should not be read from start to finish, like a fascinating novel -
which it isn't! - but that each reader should invent their (sic) own path through it. 
Find your own way according to your particular personal needs, preferences, 
curiosities or desires. (p. ix) 

Therefore, 

• if you are interested in hearing my story about the development of an audience education 

project in professional theatre, from a reflective practitioner stance (Schon, 1983) and in a 

narrative voice (Barone, 1990; Barone and Eisner, 1997; Connelly & Clandinin, 1990; 
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Grumet, 1990), stay where you are and you will soon find: Introduction: Belfiy 101 in 

Reflective Practitioner Narrative. 

• if you are int ere ted in hearing about the qualitative, arts-ba ed methodologies and design 

th ories and practices that frame this thesis, go to Chapter One- Belfry 101 as Audience 

Education: Th eo,y and Practice o./Arts-Based Methodologies, Designs and Definitions. 

• if you are interested in a literature review of material related to audience education presented 

as an annotated bibliography, you will find thi autoethnographic (Burdell & Swadener, 1999; 

Reed-Danahay, 1997) choice made in Chapter Two- Belfiy 1 OJ !Audienc Education 

Literature Review a Autoethnographic Annotated Bibliographv . 

• if you are interested in reading about the pre- and post-show strategies and activities used over 

the first two seasons of the Belfry 10 1 project , go to Chapter Three- Be{f,:v JOI Workshop 

Pre-And Post-Show Strategies Through ''[" I "Me" Sy mbolic Interaction. 

• if you are interested in seeing Belfry IO I tudents' evaluative data in poetic form through the 

art -based methodology of data poetry, turn to Chapter Four- Belfiy JOI Student Evaluation 

as Choral Soliloquy Data Poems. 

• if you are interested in going directly to the ummary and conclusion, select Chapter Five­

Conclusion as ... (Ellipsis) 

Enjoy your journey through these pages. 
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I call my elf a 'backstage baby' and ha e been an a id theatregoer ince I was old n ugh 

to stay up past curtain tim . y father worked in profes i nal theatre in ngland through the 

1960' (I was born in 1961) and my earliest mem ne of the theatre come from him taking me 

int work. I wa hooked , and my pas ion for theatre has led me to attend profi ional theatre 

production across four continent ov r the pa t thirty- ome year , and to embrace the theatre as 

my profession. 

Thi mini-autobiography erve to illu trat why it ha been a central concern of mine a a 

secondary level drama/theatre teacher that my tudents go to the profe ional theatre themselves, 

and not limit th ir dramatic experience to the four walls of their school . I was lucky enough to 

teach econdary chool in downtown Toronto for a number of y ar ( 1991 to 1998), in a city with 

a vital and exciting theatre culture. Did my drama students go to the theatre? Generally 

speaking, no, they did not. Did I encourage them by going on field trips, bringing in touring 

production , having them write reviews as course requirements, posting theatr listing and 

re iew on the wall of the drama studio? Of cour e I did . Did they get hooked, as I had already 

been for year at their age? ot to my ati faction. They would have all the excuses one would 

expect to hear: lack of time ("I mt o bu y") ticket prices ("I can't afford it") general di intere t 

("I prefer movies"). I would hake my head and w nder why. 

Little did I reali ze during the e year that a mall but fierce academic debate was raging in 

England , Canada and Australia (and more recently merica) about the condition and nature of 

drama and theatre education. For many year the fi eld wa led by those who po ited that 

educational drama hould be experiential and proces -driven and focu ed on offering tudent 

framework to explore oci /political i ue and per onal and cultural alue ( lark , Dobson & 



Neelands, 1997; Neelands, 1993; O 'Neill, 1995; Bolton, 1984; Morgan & Saxton, 1987; Way, 

1967). Ownership of the work was a key concern, so students were taught playbuilding and 

improvisational techniques, the necessary tools to bui ld their own collective dramas, often with 

thei r teacher facilitating in role. These theorists and practitioners argued that drama need not be 

bound by its own subj ect area, but could serve educators across the curri culum, and at all age 

levels. 

However, when the Thatcher government implemented a national curri culum that 
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excl uded dram a as a core course, the future of d rama education in England was threatened. This 

led to a backlash movement, led by David Hornbrook, that dismissed the process drama 

movement as quasi-mysti cal and pedagogicall y and theoretica lly unsound ( Hornbrook, 1989; 

Hornbrook, 1995). He called for a drama curri culum focussed on theatre history and grounded in 

more traditional theatre practice. Talk about dramati c tension! T hese criti c isms pushed those in 

the process drama movement to refl ect more deeply on their theories and practices and to begin to 

highlight the clea rly theatri cal modes utilized in their work (Bolton, 1999; Ncclands & Dobson, 

2000). Of course, these theatre fo m1s had always been present, they were simpl y not the focus of 

the educational drama movement, which was generally more interested in process than product. 

T his recent shift has led to a wonderful flurry of reflective research and writing that serves to 

unpack the theatrical artistry involved in teaching process drama (i.e . educati ona l, role, story, 

and/or collectively-created drama) (Miller, Saxton & Morgan, 200 1; Neelands & Dobson, 2000; 

O'Neill, 1995; Taylor, 1995). So today, we begin to see a move toward some kind of synthesis, a 

drama education curriculum within which students can learn both through theatre and about 

theatre, in equal measure. 
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Belfry 101 is an arts partnership in education between the Belfry T heatre and both public 

and private senior secondary schools in and around Victoria, British Columbia, Canada, that seeks 

to address questions of cultural/aesthetic literacy and its relationship to audience education in the 

professional a11s. This audience education project is an example of synthesis between drama 

education (process drama) and theatre education (as described by Hornbrook, 199 I). I am using 

drama education strategies to deepen students' interest, involvement and understanding of an 

adult-audience professional theatre production. I am using these drama strategies in a 

professional theatre setting- in a cooperative and interactive partnership with the theatre company 

involved- to encourage future youth attendance. In other words, 1 want to get these students 

'hooked' on going to the theatre. 

Jn the spring of I 999 1 met Roy Surette, artistic director of the Belfry Theatre, Victoria's 

only full time professional theatre company for adult audiences. The 250 seat mainstage theatre 

and I 00 seat studio space are housed in a beautiful heritage building that was originally a church. 

The Belfry's mandate throughout its 25 year history has been to present the best of contemporary 

Canadian and other - mostly British and American - plays. I introduced myself to Roy as a 

professional actor/teacher who had just recently moved to Vancouver Is land from Toronto. He 

immediately responded by saying that the theatre was interested in developing an educational 

program for senior secondary students (grades eleven and twelve), and that he would like to meet 

with me to discuss the possibi lity of my coordinating this project. 

A couple of weeks later I met with Roy and the theatre's publicist, Mark Dusseault. They 

showed me a letter they had sent to local teachers in April that outlined a proposal for developing 

a cuniculum credit course for local senior secondary students built around a season of Belfry 

productions. The idea for the project had come from a program called Citadel IO I at the Citadel 
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Theatre in Edmonton, where students attend a pre-show lecture and write reviews in order to 

earn curri culum credits. The Belfry's wish was to implement a cooperative model of curriculum 

implementation and delivery with local school boards. As a certified and experienced drama 

teacher who also has a professional theatre background, J seemed to be the perfect fit as 

coordinator and workshop facilitato r to try to make this proj ect a reality. 

At another meeting later that summer, Roy proposed that rather than spending the first 

year of the project meeting with board officials, coordinators and teachers, we should just d ive in 

and offer some Belfry IOI workshops to students on a voluntary, non-credit basis. His thinking 

was that if the students were positive enough about the experience, thi s would go a long way 

towards supporting our e ffo11s to have the course implemented on a credit basis. I happi ly agreed 

to this proposal, and so Belfry IO I became a reality throughout the 1999-2000 season. We made 

a decision to limit the season's four workshops to pre-show only, with a talkback session with the 

acting company following each show, and made plans to hold a teachers' open house in early 

September. 

The teachers' open house was held on September I 3, I 999, and was attended by a dozen 

Victorian public and private school drama teachers and fine arts coordinators. They were very 

enthusiastic about the project and all of them agreed to act as liaisons between the theatre and 

their own drama students. Within a few short days after this open house, over twenty students 

had signed up fo r the first Bel fry IO I workshop. 

The first o f four pre-show workshops that season, each three hours in length (4:30 to 7:30 

p.m.), proved to be a great success. Students involved in all four 1999-2000 sessions clearly 

indicated in bo th their written and verbal comments that they would like to see the project 

continue. The leading actor in that first production attended part o f the workshop and saw Belfry 
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IO I students create scenes built around selected lines of dialogue from the play. In her 

spontaneous talking to students following, it was apparent that she was thrilled with what she had 

seen. This happy accident (she came into the workshop only because she was unavailable for the 

post-show discussion) led to the beginning of one of Belfry IO I' s most s uccessfu l ingredients, the 

workshop participation of company members. 

Since that first workshop, Bel fry IO I has held sess ions with eight other Belfry productions 

(see References for list of plays), all of which have included student interaction with company 

members. In its second season (2000-200 I) a second class was added: IO I Intens ive offers both 

pre- and post-show workshops and a public performance of student work as part of the theatre's 

season. Also in the second year, students signed up for the entire season, rather than workshop by 

workshop, with the understanding that they attend each session. To thi s date (fall 200 I) Belfry 

IO I has reached over 130 students from a dozen different private and public schools in Greater 

Victoria and the theatre is planning to continue the program over the long tenn. Funding for the 

program has been received from Labbatt's People in Action program and the Hudson's Bay 

Charitable Foundation. 

Although a few students have earned course credit through their involvement with Belfry 

IO I, the majority has not been interested in earning credit through this program. Their intention 

was to be involved on an extra-curricular enrichment basis only. T hi s has meant that the original 

focus of the project has shifted somewhat, in that motivating student participation with the 

"reward" of schoo l credit has proved unnecessary. However, as the project enters its third season 

(2001 -2002), changes are being made in recruitment and requirement procedures to ensure 

student commitment. Students will purchase a discounted (half-price) season pass, rather than 

individual tickets, and will be asked to sign a contract with the theatre guaranteeing their time 
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commitment. This latter element is being added to mirror profe sional practic , one of the key 

element f th proj ct. Another change for 2001 -2002 i that tudent interested in the Int ns,ve 

program will audition for a place in that class. Again this minors professional practice and will 

create a playbuilding/ performing en emble opportunity for student eriously int re t d in 

pur uing a care r in the performing arts. 

The purpo e of thi the i tudy i thre -fold: fir t, to contextualize an audience education 

program like Belfry IO I a a significant part of an a1ts education curriculum ( hapter One and 

Two)· second, to present effective Belfry 101 pre- and pot- how teaching trategies using 

dramatic process (Chapter Three)· and third , to share the oice of a number of student 

participant (2000-200 I) in their ex pre sion and evaluation of this audience education experience 

(Chapter Four). 

Effective theatre audience education pro!:,'Tams, such a Belfry IO I, require a number of 

condition and proces es, all interwoven, that a i t the inexperienced theatregoer to become 

more involved in and enriched by the theatregoing experience. In developing and implementing 

thi profes ional theatre-ba ed audience education project, I hav identified the following 

conditions/proce es a n ce ary foundations for successful practice in thi field: 

I) Cooperative partnership between theatre and educational communitie : theatre artists. 

teach in a arti ts, teachers and tudenls. Since its inception, Belfry IO I has followed the 

"Condition for Success" gi en by inette Babineau ( 1997) in h r paper "Partner in the Arts: 

Symphony as ommunity Resource". A succe ful arts pa1tnership must be "truly collaborative", 

have "open and ongoing" communication, and recognition of each partner' trength , need and 

"the parameters within which the other partner function , e.g. cheduling, time line contract 

agreements" (pp. 234-235). Cooperation al o require a mutual awarenes of the time 
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commitment involved, responsi bility for assessment and agreement around project objectives 

(pp. 234-235). For the details ofBabineau's model applied to Belfry 10 1, see "Belfry 10 1 Project 

Overview" (A ppendix A). 

2) Genuine interactivity through thefit!I commitment and participation of all those 

involved. Belfry IOI is more correctly an " inreach" (Burnaford, Aprill & Weiss, 2001 , 

p.xxxvii ) than an outreach program. Students are recruited through school vis its and contact with 

their home school drama teachers (an outreach process), but the program itself takes place 

entirely in the theatre setting. In thi s regard, the theatre needed to clearly understand that a 

sincere desire to welcome and interact w ith young people was absolutely necessary to the success 

of Belfry IO I. Years o f teaching experience led me to know that students would rapidly lose 

interest in a program that involved a pre-show lecture and post-show talkback with the actors (the 

model from Edmonton 's Citadel Theatre - Citadel IO I). I felt this model to be too passive, too 

one-sided to really capture student commitment, never mind tri gger something deeper - a 

continuing passion fo r go ing to the theatre. My suggestion was that students participate in a pre­

show drama workshop to explore themes and issues connected to each play. 

This model is more closely connected to Theatre-in-Education (TIE) practice or outreach 

work with Theatre for Young Audiences (TY A). I have had many years of professional 

experience with both T IE and TY A (see Vita), and felt this background could be applied here in 

the different context of an adult-audience company. The added element o f actors, directors, 

playwrights and other theatre staff parti cipating in the workshops was, as described above, a 

fortunate unplanned event that has become a key factor in Belfry IO l 's success. This 

amateur/professional interaction embodies Harold Best's (2000) ideas around arts education as, 
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"what gr at civilizations and enriched cultures are about: bringing the expert and the amat ur 

into common di scours " (p. 7). 

3) Privil"ged acces to theatre resowces. community and artists. B I fry IO I student feel 

pecial. They ar invit d into the auditorium hour before the performance t look at th s t, at 

times even before the crew has it back in pre-set from the night before. They are invited into a 

studio space that is "theirs" for the work hop. They participate as member of a playgoing 

community with like-mind d senior students from other schools in new and challenging drama 

game and activitie . They are offered a free dinner of pizza and juice. They not only meet but 

al o oft n have the chance to work with the company member who come in to join them. They 

ee the performance for half-pric (their only participation co t). They m et the company after 

th show for an open discu ion on the play and production. They go home vi ibly and audibly 

drained exhau ted ... and thrilled. Th y t II th ir fri nds and family. 

Belfry IO I lnten ive student att nd po t- how ion wh r they fi llow-up their 

playgoing xperience by creating cenes stimulated by each production. Intensive students are 

offered a public showca e performance fthi work by the theatre a part of it ea on. They are 

treated by all ofth Belfry staff as though they are a professional acting company. They are 

proud of their work a an en emble and their performance to a Id-out audience, including the 

arti tic director of the Belfry who wannly introduce . the showcas . They ar giv nan xperi nee 

they will never forget. 

For Belfry IO I student participant data that confinn the ea ertion , ee hapter Four and 

ppendix J. 

4) De-mystification of theatre processe in understanding "how it all works ", although 

never at the expen e of the .fullest possible experience of the pla;. Robert Colby ( 1993) says that 
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"good theatre education, indeed any education should look like a rehearsal" (p. 97). B I fry IO I 

tudent learn how to int rpr t and analyz a drama-in-perfonnance in order to become better 

audience members and more experienced theatre artist . Their learning is through dramatic 

process; they learn about the theatre thr ugh experiencing for themselves the processe mo t 

intimately connected to theatr -making. They hav the opportunity to a k que tions and have 

them answered. Inten ive tudent al o learn how to devi ea play together - a collective 

creation . A detailed de cription of B I fry l O I trategie i found in hapter Three. 

5) Community service in the.form o.f volunteerism by artists and students to support each 

other 's work. Mo t Belfry IO I students participate in the program on a voluntary extra-curricular 

ba i , alth ugh they are expected to make an ongoing commitment to attend and to fully 

participate. TRUSTUS Theatre in olumbia South Carolina ha an educational inreach program 

for young audiences that has been running for over a decade (Swick, 1999). tudent in this 

program are a ked to volunteer their time, outside of work hops and rehear al , as u her or in 

other voluntary capacitie . Like mo t of Canada 's profe ional theatre companies, the Belfry is a 

non-profit organization. It i impo11ant for Belfry IO I tudent to under tand what a non-profit 

arts organization is and how it i run. The actor who attend Belfry IO I es ion and talk backs do 

o on a voluntary basi . From the anecdotal feedback I ha e received from the actor , they 

greatly value the chance to work with and observe the student in the workshop and are 

impre sed by the quality of que tions offered in the talkback after the how . Actor , directors, 

playwright , stage managers and crew involved in Belfry IO I are demon trating volunteeri ma 

arti ts wi lling to connect more deeply and meaningfully with their audience ( ee al o Best 2000). 

In it third ea on (2001-2002) Belfry IO I tudents will be offered the opportunity to 

vo lunteer for the company. 
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6) Focus on personal/social relevancJ by helping students make both individual and 

aroup meaning throiiah all ending and making theatre. In planning fi reach Belfry IO I e ion 

always keep th i sue of relevancy at the front of my mind . Belfry production vary in genre and 

theme therefore my challenge a o rdinator is to pull out from the plays the aspect I fee l will 

be of greate tint rest to tudents. Key to thi s proce s is asking my elf where and how tudent 

can rel ate to the chara ter conflict and theme f the production. If a play features a younger 

character, especially a central younger character, that is always a help, and many B I fry 

production have had thi s feature. However, tudent well-prepared through pre- how work have 

also clearly and meaningfully conn cted to play that ha e been ery adult in tone and cont nt 

through exploring the more universal aspects of tho e plays. Again, I invit the r ader to go to 

the teaching strategie in hapter Three and the tudent data in Chapter Four to find examples of 

thi point. 

When an audience education program ituated in profe sional theatre fulfills these six 

criteria, there i • a potential for tudents, through rep ated pleasurable and rel,varding dramatic 

experiences and growing sense of critical/aesthetic abilities as audience members. to develop a 

habitual per onal theatregoing disposition. tudent data pre ented in Chapter Four support the 

a ertion that Belfry 101 effectively work to develop thi di po ition and lead to the conclu ion 

that the e condition and proces e are essential to the succe of any audience education 

program. Belfry 101 ha been built around thee criteria and has achieved uch ignificant 

ucce that I belie e it can erve a a model for theatre companies, theatre arti t , teaching 

arti t , teachers and tudent . It i al o po ible that program ba ed on this model cou ld enjoy 

ucces fu l tran ferability to other performing arts di sciplines (i.e., opera dance, mu ic). Overall , 



1 am interested in my research playing an important role in the process of developing a 

knowledgeable and passionate future theatre audience. 
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CHAPTER ONE - BELFRY 101 AS AUDIENCE EDUCATION: ARTS-BASED 
METHODOLOGIES, DESIGNS AND DEFINITIONS 

14 

As a professional teaching theatre artist, I have been consi tently drawn throughout this 

inquiry to qualitative and arts-based research designs and methodologies. However, Barone and 

Eisner ( 1997) write that, "more written discour e about arts-based educational research currently 

exist than do actual examples of it" (p. 79). This thesis is intended to be an exception to that 

rule. I am inspired by the examples of ociologist Laurel Richardson ( 1997), who writes about 

turning her participant interviews into lyric poems. I am encouraged to find my own voice (or 

voices) and research creativity by the work of Barone ( 1990, 1997), Barone and Eisner ( 1997), 

Connelly & Clandinin ( 1990) Greene ( 1995) Grumet ( 1988 1990), and many more. 

Barone and Eisner' Ii t of "Seven features of arts-based educational inquiry" offers a 

de ign methodology that accommodate a qualitative and creative research writing style: 

I. The creation of a virtual reality 
2. The presence of ambiguity 
3. The use of expressive language 
4. The use of contextualized and vernacular language 
5. The promotion of empathy 
6. Personal signature of the researcher/writer 
7. The pre nee of aesthetic fonn (pp. 73-78) 

The story I tell here occurs a great deal in the "virtual reality" of the stage space, through dramatic 

process that move to and fro: fictional space (drama texts) blended with the real ones (studio . 

work and dramas- in-perfonnance). The ambiguity of this work is in the revelation of soliloquy 

poems - both original and 'found' - cattered throughout the text. These "hidden thought" 

(Wi I on, 1994, p. 38) poems serve to mine the deeply-rooted origins of the research in the 

ex pres ive, contextualized language of personal history. This ambiguity (a creative embrace) is 

also seen in the poetized vernacular language of the student data. Re earcher stance in arts-based 
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tudie i in no way objecti e; it is nee arily mpath tic. I b liev it impo sible t ever be 

other than deeply subjecti e when one i writing about one' wn practice. 

How, then could I gain ome different angles of repo on my own protes ional practice? 

What variou mode of data collection would free me of too much "p rsonal ignature" bia ? 

Journal writing , both descripti e and reflecti e, allowed me to ee emerging pattern in my 

teaching trategies, and to con ider the und rpinnings and meaning in th work. In 2000-200 I, 

mo t Belfry 10 I essions were rec rded a not for me by my project a i tant. I al o kept all 

elf- and tudent-gcnerated work hop materials (charts, li sts , dialogues, brainstorm ), along with 

my le on plan., a an effectiv record of the e sions. 

inally, in regard to "pre ence of aesthetic forms" I have chosen to employ a 

much of a poetic/dramatic voic as possible. I choose to embrace subjectivity as the sourc of my 

inter t in thi s research inquiry interweave it elf into my own lo e of theatre. Subjectivity is 

creati vity: I take up Maxine Greene' ( 1995) invitation to relea e the imagination. he work that 

follow her i both personal and acad mic: two pillars standing sid -by-sid , together upporting 

the whole. The "I" of the per onal/ professional-in-action engage in dialogue with the " " of 

th researcher/reflective practitioner. Thi i the form in which I have cho en to pre ent Belfry 

10 1 w rkshop strategies in Chapter Three. 

In searching for a way to repre ent thi "I"/"Me" dial gue throughout the c ur e of this 

inquiry, I found that I became more and more intere ted in using dramatic voice form a a way 

of writing academic text. Specifically, I became intere ted in acce sing a more internal , private, 

reflecti ve and contemplative voice through poetic writing that I under tand a a form of soliloquy. 

Soliloquy is a dialogue between an '' l" and a" e', an opportunity to dig deeper into the ource 

of an inquiry through what C nnie Frey ( 1997) call " innerlogue" - an inner dialogue (p. 30). 



This idea ofan "I"/"Me" dialogue comes from the fi eld of social psychology and the theory of 

symbo li c intcractioni sm (Hare, 1985; Hewitt, I 979; Pcrinbanayagam, I 985; Woods, 1992). 

Philosopher Willi am James first described aspects of the self in "l"/"Me" tenns: 

" I" designates the "subject" phase of the process, in whi ch people respond 
as acti ng subj ects to objects or to the parti cular or generalized others in 
their situations. "Me" labels the "object" phase of the process, in which 
people respond to themselves as objects in their situati on. (Hewitt, 1979, p.70) 

Soliloquy happens when our acting "J" engages with our reflecti ve "Me". The character of 

Hamle t could be seen as the embodiment of the tragic form of sol iloquy, continually in fl ux 
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between actio n and reflecti on, trapped between hi s "I" and his "Me" in exi stential c1·isis. Parall els 

with Freud':; " Id" and "Ego/Superego" model become clear in this Shakespearean light, as 

Hamlet's struggle is so c learl y a lso between those Freudian spheres of consciousness as well. 

Self-in-acti on (" I") is the Id. Self-in -reflection ("Me") is the Ego/Superego. 

Dramati c soliloquy offers alternative ways for qualitative researchers and reflective 

practitioners to illuminate inner voice, a pre-textualized, pre-verbalized voice, a voice that is 

phenomenological in fo rm: 

Ordinaril y the individual is unaware of his or her lifeworld ; he or she is 
immersed in it. In this state, one adopts the natural atti tude, taking for 
granted the reality and legitimacy of everyday life .. . . The great phenomen­
ological philosopher, Martin Heidegger, conceived of difficulties or 
problems as occasions fo r becoming aware of the boundari es or horizons 
o f the natural attitude . ... The individual has to be "shocked'' into awareness 
of his or her own perception, into a recognition that one has constituted one's 
011·11 li feworld. (Pinar. Reynolds, Slattery & Taubman, I 996, p. 406) 

Shakespeare's greatest characters' soliloquies reveal this phenomenological voice: Lear, Hamlet 

and Macbeth are characters who their audience sees living through intense difficulti es or 

problems and their deepest. truest inner voices reflect the shock they experience in confronting 

the boundaries or horizons of their natural attitudes: 



Macbeth: I have lived long enough: my way of life 
Is fa llen into the sere, the yel low leaf; 
And that which should accompany old age, 
As honour. love, obedience, troops of friends, 
I must not look to have. (V, iii, 22-26) 
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Bernard Beckennan ( 1990) calls soliloquy, "Perhaps the single most important type of act 

that involves direct communication 10 the audience" (p. 11 6). To playwri ght/critic David Mamet 

( 1998) "soliloquy is essentiall y a confession" (p. 77). We in the audience are given the intimate 

privi lege of witness ing a character who is deeply engaged in a conversation with herself or 

himself. 

Soliloquies and mono logic speech can be of two kinds: either the character 
debates with himself (sic), with the audience merely overhearing his innennost 
thoughts; or he actually addresses the audience directly. In the first case 
the charac1er is acting upon himse(f ('changing his mind'), in the second 
he is acting upon the audience. (Esslin, 1987, p. 84, emphasis added) 

Sociologist Lonnie Athens ( 1994) adds greatly to the understanding of voice as soliloquy 

in the essay "The Self as a Soli loquy". Drawing on the philosophical/ sociological and symbolic 

interactionist views of George Herber1 Mead, Manfo rd Kuhn and Herbe11 Blumer, Athens 

outlines "Thirteen Basic Principles Governing Soliloquizing" (p. 524) in an attempt to synthesize 

and advance the concept of self as so liloquy: "In my opinion, the self's fluidity must be seen as 

ari sing from our ever-changing soliloquies; while its constancy must be seen as coming from the 

stability of the "other" with whom we soliloquize" (p. 524). 

The Meadian defini tion of so liloquy is: 

a conversati on between an "I" and a "me". The "I" represents the impulse 
or inner urge to act, as well as the later expression of the impulse in overt 
action . ... Conversely, the "me" represents the perspective of the other 
from which the "I" is viewed. (Athens, 1994, p. 521) 



From the Kuhnian position, soliloquizing happens when "We ask ourselves the question, 'who 

am I?' and respond with the answers supplied readi ly to us by our 'ori entational other"'(Kuhn 

quoted in Athens, p. 523). In dramatic terms. we see a tension developing here between the "I" 
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and "Me" and between ourselves and our "orientational other"; a tenn Kuhn defines as those with 

"whom the individual is most fu ll y, broadl y and bas icall y committed, emotionally and 

psychologica ll y" (Kuhn quoted in Athens, p. 523). Athens goes on to explore thi s internal 

dynamic by givi ng thirteen principles of soliloq uizing, a brief sampling of which is excerpted 

below: 

Sol iloquizing transforms our raw, bodil y sensations into emotions .... 
If it were not, in fact, fo r our ability to soliloquize, we would not 
expe1ience the ri ch tapestry of emot ions that both bedevil and enrich 
our existence. (p. 525) 

Our sclves ... always simultaneously funct ion on two different planes 
of experience. On the one hand , they operate on the surface plane 
because our soliloquies are conducted in the fo refront of our experiences. 
We are aware that we talk to ourselves. On the other hand, since one of 
the interlocutors with whom we speak is our phantom community, who 
usuall y resides in the background of our experi ence, the self operates as 
well on a deep plane beyond our immediate awareness. (p. 526) 

Soliloquizing makes possible self-portraitures. Conversely stated, it would 
be impossible for us to paint the relati vely enduring pictures of ourselves 
with which we invest so much heartfelt emotion, if we could not soliloquize. 
(p. 527) 

Athens' essay provides rich materi al fo r research writing methodology. Certainly this awareness 

of the function and importance of soliloquizing creates a space in qualitative research fo r 

understanding voice as soliloquy. For, as Athens concludes, "Soliloquizing is the key to the self. 

Sol iloquies supply the vital sustenance without which the self cannot live" (p. 530). 

Blumenfeld-Jones and Barone ( 1997) wri te about soliloquy as a mode of arts-based data 

representation in qualitati ve research: 
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In this mode (soliloquy) we gather together the utterance of one member 
of the focus group as if there were no interlocutors present. These utterances 
arc treated as if they had been presented in an uninte1rnpt d, continuou fashion. (p.98) 

Although I appreciate Blumenfeld-Jones and Barone's uggested mode, I cannot agree with their 

naming it "soliloquy". If this data i publically uttered in a focus group, as they describe, then it 

i not oliloquy; it is monologue. Belfry IO I student data were gathered in written fonn (see 

below), with the maximum amount po ible of freedom given student in regard to what they had 

to ay and how they wanted to say it. Yes, these data are public commentary, but of a more 

private nature, I would argue, than a group interview setting. Writing is a private activity, where 

more internal thoughts may be expressed without risk of public reaction or censure. This tance 

led to the choice of individual questionnaire a the form through which to gather student data. I 

wanted the students to write their evaluations with as much choice as possible in their responses. 

In presenting my participant data, I have chosen a wbat I call a 'choral soliloquy' poetic fonn. 

This work is found in Chapter Four. Throughout this text the reader will also find my own 

oliloquies/poems that serve to reveal the personal underpinnings of my interest in theatre in 

general and audience ducation in particular. 

In addition to soliloquy, I am also drawn to explore another dramatic voice fonn: chorus. 

Dramatic choru i the alt mpt that individual voice make to speak together in order to represent 

the thoughts and concerns of a community: "We need not dissolve identity in order to 

acknowledge that identity is a choral and not a solo performance" (Grumet, 1990, p. 281 ). 

The function of the chorus in Ancient Greek theatre was to: 

I) provide spectacle; 
2) indicate changing moods and shifting fortunes; 
3) focus attention by supporting/denouncing other ; 
4) serve a the "ideal spectator"; 
5) establish/embody the ethical sy tern/moral universe of the characters/play; 
6) participate directly in the action; 



7) provide information; 
8) make discoveri es and decis io ns (Cameron & Gillespie, 1996, p. 227-228). 

Over the next two thousand years, Western theatre his tory would transform the chorus into an 

individualized character who was seen to embody the coll ecti ve voice (as in Shakespeare's 

20 

Hemy V, Hemy VIII. Romeo and Juliet, or the servant characters in commedia dell ' arte and 

Moliere) that evolved in the twentieth century to the "Radio City Rockettes"-style musical theatre 

chorus o f background s ingers and dancers who help to support and advance the central plot. 

Beckemrnn ( 1990) says the function of cho rus is 

in effect giving a perfo rmance fo r the audience. T heir expression is 
usually iconic in that they crystallize a set of values or concretize an 
observatio n in an auto nomous, detached manner. Their closeness to 
the audience is fu rther he ightened by contrast with the characters ... . 
As a result, the cho rus mediates between the events and the audience ... . 
We are addressed by the chorus and address ourselves simultaneous~v 
(p. 123-1 24, emphasis added) 

I hear the voices of the theorists in my literature review in Chapter Two and elsewhere 

throughout this text as a cho rus speaki ng to my need to situate Belfry IOI within the broader 

context o f arts educatio n. They function with in the fo rm of an annotated bibliography to 

"crystallize a set of values" in my field of inquiry and help to "concretize" my work by speaking 

to me in an ultimately "auto nomo us and detached" manner. Thus, this chorus uses a mix of 

singular and multiple voices that overlap and ham1o nize with each other to create a dramatic 

whole. 

Chorus is also heard in the voices of the students through their participant data in Chapter 

Four. In presenting participant data as choral soliloquies, I situate these students as a chorus of 

voices that "mediates between the events (Be((,y 101) and the audience (the reader of this study)" 

(Beckennan, 1990, p. 124, italicized words added). Again, I want to represent both the individual 
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(soliloquized) and collective ( choral ) voices of students as they respond to their Belfry IO I 

experience. My intention is to create the sense of chorus by having the reader feel that in hearing 

the participant data ("addressed by the chorus"), s/ he is able to enter into a form of soli loquy 

("address ourselves simultaneous ly") around the experi ence of Belfry IO I and its implications 

within arts education (both, p. 124). 

The Belfry I 01 participant evaluat ion questionnai re created for thi s study consisted of 

sixteen open-ended questi ons dealing with many aspects Belfry I 0 1, in both cognitive ("What did 

you learn?") and affective (" How did you fee l about it?") learning domains (see Appendix J). 

These evaluati ons were gathered from twelve Belfry IO I students from June to August 200 I , 

representing 40% of the thirty students who regul arly attended the two Belfry IOI classes in 

2000-200 1. Students w ho completed evaluations were self-selected and ei ther came to a 

voluntary evaluation meeting at the Belfry Theatre on June 27 or 29, 200 I (nine students) or 

completed their eva luations via e-mail in July/August 200l( three students). All students were in 

grades eleven or twelve for the 2000-200 1 school year. Eleven out of twelve students attended 

public schools, the twelfth a private secondary school in Victoria. Eva luations were com pleted by 

five students in the regular Belfry IO 1 class and seven students from the Intensive class. Students 

were invited to write freely, not concem themselves with spelling and punctuation and answer 

any or all questions. Gathering of parti c ipant data was carried out according to the guidelines and 

with the approval of the University of Victoria Human Subj ects Ethical Review Committee (see 

Appendix I). Participant consent and anonym ity were observed througho ut the data-gathering 

process. 

Conclusion 

It is my conviction that informed engagements with the several arts is the 
most likely mode of re leasing our students' (or any person's) imaginative 



capacity and giving it play. However, this wi ll not, cannot, happen auto­
matically or "naturally". (Greene, 1995, p.125) 

The key questions that provide the foundation of this study are: 

• What is audience education? 

• How might audience education develop through cooperative partnerships 

between educational and professional performing arts groups? 

• What is dramatic process? 

• How does dramatic process fac ilitate the audience education experience? 
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Audience education is arts education that is focussed on encouraging young people to 

attend live performance events by enriching those events through multiple educational and a11isti c 

activities. The long-tenn goal of theatre aud ience educati on is to give students enough 

pleasurable and meaningful experi ences that playgoing will become habitual behaviour. Clearly, 

this audience education outcome supports the genera l development of an artistically and culturally 

literate society. This is accompli shed in the bridging of creative and receptive aesthetic 

experiences so that students gain the skills necessary to become enthusiasti c and discriminating 

audience members. 

Culturally literate students are essenti al if we are to have future audiences 
for the arts, and the values which the arts teach - are vital for Canadian society. 
(Canadian Council of Arts, 1996, cited in Babineau, p.235) 

Dramatic process can be defined as any individual or coll ective drama-based activity that 

has as its goal an open-ended exploration of a situation or event for the purpose of enhancing 

understandi ng and meaning-making (Morgan & Saxton, 1987; O'Neill, 1995; O'Toole, 1992). In 

theatre audience education, dramatic process is focussed on the play and production the students 

will attend (pre-show strategies) or have attended (post-show strategies). Dramatic processes 



most closely reflect the art form the students are experiencing as audience members -

profess ional theatre. Bel fry IO I students are learning about a s peci tic drama through dramatic 

processes bui It around that drama. 

The postmodern ans education world has moved through Chaos Theory 
into virtual realities and beyond in attempts to defi ne perspectives fo r artistic 
literacy. Theatre conventions are changing so drastically that they defy 
categorization. Yet , in 1he center of this firestonn is the theatre educator's 
mandate to help young people find their voice and to find affinnation in theatre. 
(Bedard, 1994, p.38) 

Soliloquy 

in which 
a solita,y character 
speaks to the audience 

expressing in words 
a hidden though, 

(Wilson, 1994. p. 38) 

A narrator or chorus 

creates a dialectic 
or counterpoint 
between someone 

or some group 

outside the play 

(Counterpoint 
a term.fi·om music 

denoting 

a second melody 
that accompanies 

or moves 

to the main melody) 
in conlrast 

(Wilson. 1994, p. 283) 
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CHAPTER TWO - BEL FRY 101 LITE RATURE REVIEW AS 
AUTO ETHNOGRAPHIC ANNOTATED BIBLIOGRAPHY 

These writers 

are my choral community. 

representing 

the topic space 

in which my thesis study lies. 

Thev are the citizens 

of tl,is terrain 

and together 

they weave a carpet 

along the.footpath 

of1!,eo,J1 and practice 

to guide my 1·my. 

*********************** 

INTRODUCTION 

At the heart of what I am asking for in the domains of the teaching 
of art and aesthetics is a sense o f agency, even of power. Painting, 
literature, theater, fi lm - all can open doors and move persons to transform. 
We want to enable all sorts of young people to real ize that they have the 
right to find works of art meaningful against their own lived li ves. 
(Greene 1995, p.1 50) 

All thinking and all language use are social activiti es and, therefore, 
are inherently di alogic . . . . Even when a person is engaged in a monologue 
of some type, whether an exposition, story, report, or description, his or her 
language, thoughts, and actions are still saturated with and full y influenced 
by the audience to which the monologue is directed. (Gee, Michaels & 
O'Connor, 1992, p. 235) 
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Anthropologist Deborah Reed-Danahay ( 1997) tells us that 

Autocthnography stands at the intersection of three genres of writing whi ch are 
becoming increasingly visible: ( I) "native anthropology," in which people who 
were fo rmerl y the subjects of ethnography become the authors of studies of their 
own group; (2) "ethnic autobiography," personal na1rntives written by members of 
ethnic minority groups; and (3) "autobiographical ethnography," in which 
anthropologists interj ect personal experience into ethn ographic writing. (p. 2) 

The methodological design choice to present the literature review section of this study as an 

annotated bibliography of audience education theory and practice comes from the latter stance 

described: it is both autobiographical and ethnographic. An autoethnographic literature review 

has direct utility for theatre educators and arti sts who make up the professional practice-based 

ethnographic groups that arc the intended audience fo r this study. In collecting the materials 1 
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have drawn on in the course of this inquiry (the development and implementation of Belfry IO I), 

I felt the keen desire to present these sources in a form that I would find accessible if I were 

situated either within or outside the academy. Autobiographicall y-speaking, when I worked as an 

actor/teacher in professional theatre or a drama teacher in secondary school, an annotated 

bibliography of audience education resources would have been a welcome addition to my 

resource files . Therefo re, this chapter is generated from a clear autoethnographic sense of my 

own personal and pro fessional membership in a culture of theatre artists and drama educators. 

AN NOT A TED BIBLIOGRAPHY 

Belfry IO I is a curriculum of critical aesthetic and theatre education. It is a curriculum 

balanced between individual and collective perception and response (Langer, 1953), subjective 

and objecti ve experience, intellectual and creative/ imaginative activities (Hornbrook, 1989), fonn 

and content, "knowing of and knowing in"(Bruner, 1986). 1t is a curriculum that intends to both 
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educate the imagination (Frye, 1963) and to release it (Greene, 1995). It is a cuniculum within 

which student may develop their cultural, arts and theatre literacies through acquiring 

"connoi eur hip" ( isner, 1991 , p. 2), through their work a an interpretive community 

decoding the signs of performance ( ston & Savona, 1991; Beckennan, 1990; Bennett, 1990; 

Elam, 1980· eelands & Dobson, 2000; Simons, 1994) and through their proce -driven 

dramatic int ractivity (Bolton, 1999· Clark, Good , Dobson & N eland , 1997; Neeland , I 993 · 

ee land & Dobson, 2000; O'Neill , 1995; O'Toole, 1992) with the theatre a11i t who e work 

they have come to ee (Bedard & David on, 1993; Eriksson, 1995 , 1999· Fi tzGibbon 1993· 

wick, 2000; chubart , 1972"). It i a curriculum that is emergent, tran formative, negotiated and 

proce sual (Doll 1993; O' eill, 1995; 0 Toole, 1992). It i a curriculum offered free of charge 

to tudents in a profe ional theatre setting by an experienced actor/teacher, and in the form of a 

incere effo11 to ent r into dialogue about theatre with a younger audience. Jt is an innovative 

vi ion of arts inreach education, young audience development and tudent apprenticeship in 

profes ional theatre. It i a model of a succe sful arts partnership in education (Babineau 1997, 

p. 234-235 · Burnaford, Aprill & Wei s 200 I). Finally, it i about an invitation to young people 

to exerci e their "right to find work of a11 meaningful against their own lived lives" (Greene 

1995, p.150) . 

I ha e looked at.over fifty different text to find what each ha to ay about relevant 

theatre and/or drama education theory and pract ice that connects or resonates in ome way with 

audience education and Belfry IO I. I add res my reading of the e texts by grouping them together 

in categorie , with the reader's under tanding that the e categorie may intertwine and overlap. 

One book may be theoretical in form , but may contain a very usefu l model for Belfry IO I. 

Ind ed, I discov red a perfonnance analysis questionnaire written by th atre miotician Patrice 



Pavis in two distinct sources: one a semiotic theory of theatre text (Aston & Savona, 1991 , 

p.110- 111) and the other a dramatic arts curriculum text (Hornbrook, 1989, p.162-163). Thus, 

with these overlapping textual spaces in mind, I have delineated four broad categories: I) 

theoretical texts, 2) drama education texts, 3) theatre education texts, and 4) dramatic arts 

curriculum and theatre outreach education texts. 

1) THEORETICAL TEXTS 
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Theatre as a Sign System: A Semiotics of Text and Performance by Elaine Aston and George 

Savona ( 199 1) contains some interesting and useful insights into the "Role of the Spectator" 

(p.158): 

The spectator, then, is engaged in a project of creative collaboration, with 
the dramati st and actor, in the interest of a more complete realization of 
the performance. 

The history of any period of theatre involves the history of the education of 
the spectator in particular habits of spectatorship. The more complex and 
sophisticated textual and performance elements become, the greater the 
demand that is made on the spectator. ... The spectator is invited to participate 
in the construction and operation of imaginative space, and to learn such 
conventions as will faci I itate effective pa11icipation. (p.160) 

Belfry IO 1 is program and curriculum buil t on creative collaboration, and is centred in 

spectator education (I prefer the term aud ience education). Semiotics theory applied to theatre 

understands the work of spectatorship as a decoding of sign-systems which leads to production of 

meaning of a perfonnance experience. Understanding more about what these sign-systems are 

and how we decode them as audience members is relevant in any work to assist young people 

explore and appreciate theatre. 

Just as Barthes identified the "non-innocent" reader. .. so theatre is attended 
by the "non-innocent" spectator whose world view, cultural understand ing 
or placement, class and gender condition and shape her/his response. (p.120) 
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It is important to consider what audi ences already know, or think they know, when they 

enter the theatre. What are their views, understandings and conditions as they come in the door, 

and how do these factors shape th ei r experi ence as theatregoer? Aston and Savona conclude their 

text with a strong call to fellow theatre semioti cians to explore the area of the role of the 

spectator: "A semioti c theori sation o ft he decoding activity of the spectator is an essential 

undertaking" (p.1 80). 

Theatrical Presentation: Performer, Audience and Act by Bernard Beckennan ( 1990) helps 

me to understand at a deeper level what is happening in the process of a theatri cal presentation. 

Beckerman breaks down all the e lements invo lved in a perfonnance, traces them backwards and 

forwards 1hrough theaire history and offers valuable insights a long the way. I particularly like hi s 

definition of a theatrical presentation: "the inner dynamic of a show - has its origin in the act of 

giving. There is someone giving, someone receivi ng, and some thing to be given" (p. 2). 

Audience education is about helping students understand and appreciate their role as receivers of 

the "gift" of a play. However, in their workshop sessions the students are able to o ffer their work 

to the company members as a gift, thereby inve1ting the actor/ audience relationship and making it 

more truly interacti ve and meaningfu l fo r both sides. In his chapter "Act and Audience", 

Beckern1an says 

... audience response is a direct consequence o f engagement w ith perfonning 
structures and content as they a lter, cha llenge, and confirm our attitudes. We are 
still far from knowing fully how audiences mesh with presentation, but we do 
know that there is no simple pattern. I have argued, however, that we can isolate 
and examine the chief factors that operate in theatrical exchange. This is possible 
because by its very nature presentation is an act of giving, and thus the primary 
structure is one o f the performer projecting activity to receivers. At the same time, 
the perfonner picks up cues from the receivers and the receivers send overt and 
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covert messages to the performer about the show. The result is that shows are both 
independent of and yet completely connected to their receptivity. (p. 87) 

There is a lot in thi s passage to consider in regard to audience education . Students need to be 

given the opportunity to consider how the performance may "alter, chall enge and confirm (their) 

attitudes" and to appreciate their receptive activity as receivers of perfo rmance. 

Theatre Audiences: A Theory Of P.-oduction And Reception by Susan Bennett ( 1990) 

contains a summary model of her investigation into theatre audiences (see Appendix B). 

T hi s model "demarcate(s) the systems which are necessaril y involved and which will vary, 

at every stage, accord ing to the status of event and audi ence" (p. 183). Thinking about the 

aud ience as an "interpreti ve community" with varying "horizons of expectations" who participate 

in "interactive relations" with the "fictional stage world"(the latter which contains its own 

"internal horizon of expectations") provides audience educators a way to understand how students 

function in their ro les as spectators (p. 183 ). 

What has emerged from this study of the audience is the necessity to view the 
theatrical event beyond its immediate conditions and to foreground its social 
consti tution. The descri ption of an individual response to a particular production 
may not be possible or, indeed, even desirable. But, because of that individual's 
participation in a given culture and the importance of his/her culturally-constituted 
hori zon of expectations of a particular social event, it is important to reposition the 
s tudy of drama to reflect this . (p. 184) 

This concluding passage from Bennett hi ghl ights for me how important it is for Belfry IO I 

sessions to recogn ize and respond to how students are both individually and socia lly situated in 

context with any given production. It is a lso important that Belfry IO I students think of 

themselves as members of an "interpreti ve community" with the skills and training to effectively 

react and respond to the challenges of playgoing. 



Theatre of the Opp,-essed ; Games for Actors and Non-actors; The Rainbow of Desire and 

Legislative Theatre are the texts of Augusto Boal ( 1979, 1992, 1995, 1998) and have had a 

significant influence on my thinking and teaching practice. I have used Boal 's techniques 

throughout my teaching career, and draw on them in Belfry IO I. Boal 's notion of the "spect-
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actor" ( 1995, p. 13), the dual function of actor and spectator combined in the practice of Theatre 

of the Oppressed (TOE), is key to understanding student work in a drama workshop, class or 

rehearsal. Belfry IO I students are always either acting or spectating, and are often involved in 

creating dramatic responses to catalysts from each play they encounter through their own 

improvised story-making. I have always been deeply committed to foste1ing students' sense of 

their own personal and collective powers of agency in the world, and Boal's work has greatly 

assisted me: 

The theatrical profession, which belongs to a few, should not hide the 
ex istence and permanence of the theatrical vocation, which belongs to all. 
Theatre is a vocation for all human beings: it is the true nature of humanity. 
(1995, p. 14) 

Form and the Art of T heatre by Paul Newell Campbell (I 984) contains dramatic theory and 

criticism and concerns itself with "the pe,formed work, the work as it appears on the stage" (p. 2). 

Campbell examines the role of the audience, citing some empirical audience studies (for example, 

a 1981 National Endowment fo r the Arts study and another by the League of New York Theatres 

and Producers, pp. I 0- I 4). These data conclude that "audience members differ as individuals, 

and audiences differ as groups" (p. 12). This fairly common-sense conclusion is used as 

Campbell's basis to argue in tum that performances are created for and performed to a "virtual 

audience" 



(p. 17), a vers ion of the ideal spectator. T he work of the audience is to try to fit the theatre 

artists' defin ition of the virtual/ideal in their responsive behav iour: 

Virtua l audi ences fa ll naturall y into a sca le, a rank order. At the top 
is the audience of knowledgeable and p ract iced theatre-goers who prepare 
themselves fo r the pe rformance, who have finely honed aestheti c abili ties, 
whose view of thei r fel low beings is marked by understanding, and whose 
tastes are catholi c. For many ... works, such an audience is a director's and 
actor's dream .... A ll other audiences are increasingly imperfect realizations 
of that dream, and at the furthest remove from it lies the group composed of 
people unfamiliar with the script, inexperienced in theatre, unwi lling to exeri 
themselves imaginatively, suspicious of their fellow humans, and possessed 
of fixed and narrow tastes. (p. 26) 

Campbell takes an interesting and provocative look at the functions of audience, by argu ing that 
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an actual audi ence labors during a perfonnance to become the artists' virtual version of itself He 

warns us, in w hat I hear as a call fo r audience education, that "very often, of course, we (the 

audience) do not succeed, especially with performances that demand a great deal of us" (p. 28). 

A Post-Modern Perspective on Cuniculum by William E. Do ll, Jr. ( 1993) is a curri culum 

theory text that offers chaos and open systems theories as a way of thinking in a post-modem way 

about curri cu lum. Dol l offers a "Pedagogic Creed" which I have canied with me throughout my 

teaching of Belfry IO I : 

In a reflective relationship between teacher and student, the teacher does not 
ask the student to accept the teacher's authority; rather, the teacher .asks the 
student to suspend disbelief in that authority, to join with the teacher in inqui ry, 
into that which the student is experi encing. The teacher agrees to help the 
student understand the meaning of the advice given, to be readily confrontable 
by the student, and to work with the student in refl ecting on the tacit understanding 
each has. (p. 160, see also Chapter Three in thi s text, p. 93-94) 

In Belfry 10 I I am free of the institutional authority a school-based drama teacher must take on. 

do not have to grade the students. I have long-be li eved that fi ne arts classes should be graded on 

a Pass/Fai l basis, because of the subj ective nature of personal creativity and growth inherent in 



32 

any art form. In Belfry IO I, I am given the freedom to join with students in their inquiry into 

each play and production and to reflect with them on the meaning of the experience. Just as they 

suspend disbelief in order to function as an audience together, these students are able to suspend 

disbelief in me as a "teacher". I am Monica to them, and the challenges I offer in workshops are 

invitations to creative risk-taking that many students have told me they would not take in a 

regular (i.e. graded) class. 

The Semiotics of Theatre and Drama by Keir Elam ( 1980) is cited in many of the texts covered 

in this section; it is obviously very influential. At the end of his chapter titled "Theatrical 

Communication", Elam spends ten pages examining "Theatrical competence: frame, convention 

and the role of the audience". These brief quotations struck me as particularly relevant: 

Theatrical events are distinguished from other events according to certain 
organizational and cognitive principles which, like all cultural rules, have 
to be learned. (p. 87) 

Mastery of the "rules of the game" by the theatregoer is in large part a matter 
of experience. ln the absence of any explicit contract stipulating the respective 
roles of actor and audience or the various ontological distinctions in play 
("actual" versus "imaginary", etc.), the spectator is bound to master the 
organizational principles of the performance inductively, that is, by experiencing 
different texts and inferring the common rules. (p. 93) 

For the spectator, the condition of "undercoding" - of an incomplete or evolving 
apprehension of the producers' codes - will be more or less constant througho.ut 
the performance, and indeed much of the audience's pleasure derives from the 
continual effort to discover the principles at work. (p. 95) 

All of these remarks increase understanding of the processes of spectator/audience education 

through semiotics applied to theatrical communication. 



33 
An Anatomy of Dnma and The Field of Drama: How the S igns Of D.-ama Create 

Meaning On Stage And Screen are by Martin Esslin ( 1976, 1987). The latter text contains two 

particularly relevant chapters: "The Performers and the Audience" and "The Audience's 

Competence: Social Conventions and Personal Meanings". Esslin looks at the way a spectator 

interacts with a dramatic performance: 

Thence the 'conventions' shaping a performance and challenging the individual 
spectator's 'competence' to understand and 'decode' the signs presented to her or 
him, can be seen to fall into two di stinct categories: 

and 

conventions of the particular culture, civilisation or society to which 
performers and spectators belong: cultural. behavioural or ideological 
conventions. 

conventions govern ing the presentation of the dramatic perfonnance: 
dramatic or pe1forma11ce conventions. (p.141) 

Again, this offers me a useful tool fo r Belfry 101 in seeing how the students' decoding 

competence functions in these two categories of conventions. Esslin presents the notion that a 

dramatic performance contains a "Hierarchy of Meanings" (pp.154-1 78) which the spectator must 

decode. His An Anawmy of Drama ( 1976) has influenced me in the past and once again I find in 

this text that he writes with passion and clarity on the power of drama: 

In that sense there is more to drama than mere communication. Tnre, a 
communication takes place, an ultimate residue of meaning is left behind 
for the individual spectator, all the codes, all the signifiers are in operation 
and can be analysed ad infi nitum, but what really matters in the end in such 
a dramatic perfonnance is that the spectator should emerge having had an 
emotional, poetic and intellectual experience of an intensity and significance 
perhaps as great, even greater than one of the pivotal, decisive moments of 
his or her 'real' life. That is what Artaud meant when he dreamt of a theatre 
that would shake its audience to the very core of their personality. (p. 177) 

Feeling and Form: A Theory of Art by Susanne Langer ( 1953) is one of the most widely cited 

texts in the literature on arts philosophy. She writes three chapters specifically on drama in this 

seminal text, and her concluding chapter, "The Work and Its Public", looks at the processes of 



spectator receptio n. Langer speaks with an extremely powerful and convincing voice about the 

deep emotional va lue o f aesthetic experience, and d irectly connected to that, the absolute 

necessity of arts education: 

Above all, however, art penetrates deep into personal life because in giving 
fonn to the world, it articulates human nature: sensibility, energy, passion, and 
mortality. More than anything else in experience, the arts mold our actual life 
of fee ling. 

Artistic training is, therefore, the education of feeling, as o ur usual schooling in 
factual subj ects ... is the education of thought. Few people realize that the real 
education of emotio n is not the "conditioning" effected by social approval and 
disapproval, but the tacit, personal, illuminating contact with symbols of feeling. 
Art education, therefore, is neglected, left to chance, or regarded as a cultural 
veneer. (both, p. 40 I) 

A11 is a public possession, because the fonnulation of "felt life" is the heart of 
any culture, and molds the objective world for the people. It is their school o f 
feeling, and their defense against o uter and inner chaos. (p. 409) 
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From a philosophical and a pedagogical perspective Langer stimulates my thinking o n two 

different levels. First, I respond at the personal level as a human being struggling to make 

meaning of my life - sometimes achieving thi s through perceiving and/or creating works of art. 

Then, on the professional level, I respond as an actor/teacher who believes the world of theatre 

offers a strong "defense against outer and inner chaos" through the collective and individual 

experience of "illuminating contact with symbols of feeling". 

Structuring Drama Work: A Handbook of Available Forms in Theatre and Drama (1993) 

by Jonathan Neelands is an invaluable drama education text, but 1 include it under the heading of 

theory because I am referring only to the theoretical portion of the text: "Part 3 : Theatre as a 

Leaming Process". I particularly value his models for teacher-in-role questio ning (p.75), and the 

integrative model of theatre and process drama education (p. 79, see Appendix C). The four areas 



of instrnmental, aestheti c, expressive and personal/social fo rms of learning as intentions for 

dramati c work are usefu l for audience education curri culum planning. The question "How do 

these four areas of learning function and develop through the experience of explori ng and 

attending a play production?" underlies the mandate of this curri culum. 

Later in the text, italicized and highlighted, Neelands offers a valuable credo: 

The cha I lenge, and the satisfaction, for the teacher/ leader lies in the level of 
creativity required to establish a priority order for the factors which will 
detennine the appropriate match of convention to content for a group at a 
particul ar stage if its personal, social and aesthetic development. (p. 80) 

The Belfry IO I curriculum needs to balance theatri ca l convention and dramatic content -

the production and the dramatic text of the play. The level of creativity required to attai n and 

maintain this balance is very high. 

The Process of Drama: Negotiating Art and Meaning by John O'Toole ( 1992) was a very 

important book fo r me to read, as it was one of the first theoret ical texts I encountered when I 
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began my graduate work. While teaching in Toronto ( 199 1-1998), I would visit Theatrebooks, a 

wo nderful bookstore fo r perfom1ing arti sts, skim through the more theoretical texts and leave 

them on the shelves in favour of texts with a more practical focus. As a practicing teacher I had 

no time fo r theory. When I entered !:,Jfaduate school on a fu ll-time basis, it was with a joyful sense 

that now I would have the luxury of time to pick up and read these neglected texts. Certainly 

O'Toole works very effectively to break down and examine the elements at work in the dramatic 

process. His opening chapter deals with dramatic contexts, the frames within frames that exist in 

thi s fonn , and I can now see how important context has been to Belfry IO I. The setting for the 

project, the fact that it takes place within the theatre itself, is a very important element of its 

success. As O'Toole correctly points out, 



... an inadequate awareness of the potency of the context of the setting 
has been one of the major factors hindering the growth, effectiveness and 
recognition of drama in education in schools. For a class to take drama 
seriously it is necessary for the teacher to persuade the clients - and colleagues, 
usually - that drama will contribute to their learning". (p. 5 1) 
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This general critical point particularly relates to inreach audience educat ion programs like Belfry 

IO I. It becomes very easy to convince both teachers and students that Belfry IO I offers a 

valuable learning experience given the context of its setting within the professional theatre itself. 

O'Toole also has va luable thi ngs to say about ro le, tension, time and audience, and the 

processes involved in negotiating meaning through drama: 

If indeed art is primarily concerned with "identity and community - the need 
to be and the need to belong" (Abbs, 1982, p. 33), then it must be concerned 
with power and control - the personal power to create and assert identi ty, 
and the co11rro! over the communal situation that enab les people to belong. 
(p. 149, citation added) 

Performance Studies: The Interpretation of Aesthetic Texts by Ronald J . Pel ias (1992) looks 

at both the "Perfonnative Ro le of the Audience" (pp. 141-1 5 1) and "The Evaluative Rol e of the 

Audience" (pp. 152- 168). His description of competent aesthetic audience participation is useful 

for audience education and can be summarized as, I) engagement from a "receptive and empathic 

stance", 2) sensitivity and knowledge of conventions, and 3) reflection upon the experience 

(p. 150). In the audience's eva luative ro le, Pelias focusses on approaches to dramatic criticism 

and reminds us: 

Human acti on has ethical consequences. Perfonnance is no exception. All 
perfom1ance events ca1Ty ethical implications. Critics cannot escape the 
obligati on to respond to the ethics of perfonnance practice. On the most basic 
level, critics should consider whether a given perfonnance event respected the 
rights of others. Moreover, critics should understand how all perfonnances are 
political acts, endorsing particular values. (p. 165) 



Audience educators must never lose sight of the moral/ethical/social/political issues at work in 

even the most neutral -seeming productions. One of our key roles should be to help students see 

these contextualized underpi nnings within a perfonnance: class, race, cultural and gender 

perspecti ves are all involved, implicitly or explicitl y, in any dramatic event. 
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Pre-Text and Storydrama: The Artistry of Cecily O'Neill and David Booth edited by Philip 

Taylor ( 1995) offers one simple but very powerful insight - teaching drama is an art fonn in itself. 

Taylor carefully analyzes the teaching practice of two master teachers in the field of drama 

education and convincingly shows the reader how O'Neill and Booth use artistic elements in their 

work. As he says in hi s introduction, 

The nature of the learning in classroom improvisation is no different from 
that which occurs when spectators witness good theatre. The learning has 
something to do with an internal search which has been provoked by the piece, 
a reckoning of a new perspective, or a slightly unsettling feeling of identification. 
It is these transfonnations which occur spontaneously and without predetennined 
knowledge in both the theatre and the classroom. Few in the arts would deny this 
power of transfonnation, yet, ironicall y, few speak out against outcome-oriented 
curriculum which can undermine the transitory and ephemeral medium that is at 
the heart of artisti c practi ce.(p.9) 

Taylor is making an important critical point here about the di fficulti es of teaching a "transitory 

and ephemeral" art fo rm like drama within the bounds of an "outcome-ori ented curriculum". 

Belfry 10 I is fi-ee of these institutional constraints. Taylor also helps us to see the connection 

between dramati c process and drama-in-perfonnance through the similarities of learning and 

transfonnation that can occur in students and audience members. In Belfry 10 I, students have the 

doubl y-enriched experience of learni ng through dramati c process and through their attendance of 

each play production. 
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2) DRAMA EDUCATION 

Improvisation: Learning Through Drama and Interpretation: Working With Scripts by 

David Booth and Charles Lundy ( 1983, 1985) are presented in a workbook style that can be easily 

used by s tudents. However, I have used these texts fu r planni ng purposes ever since moving into 

the field of drama education fifteen years ago. In audience educati on tenns, both texts offer many 

drama-in-education strategies that can be easil y adapted fo r working with drama; in;perfonnance. 

In the section "An Audience fo r Drama", Booth and Lundy remind us that, "if the audience 

understands the problem or issue be ing explored and can re late to the roles that are being 

represented , both the audience and the actors fee l the tension of the s ituati on, and drama occurs" 

(p. 175). T hi s ins ight applies to both drama-in-education and drama-in-performance. 

Lessons for the Living: Drama and the Integrated Curriculum by Jim Clark, Warwick 

Dobson, Tony Goode and Jonothan Neel ands ( 1997) offers strong examples of role dramas and 

process dramas built around socia l, cultural and politi ca l issues. Particularly impressive are the 

lesson plans that incorporate play text as source materia l. The titular lesson plan uses quotations 

from the stage vers ion of The Dial)' of Anne Frank. Another plan, called "Star-Cross'd Lovers", 

draws a powerful parall el between Romeo and Julie/ and the true story of a young mixed­

maniage couple kill ed in the Serbo-Croatia n c ivil war in fo rmer Yugoslavia. "Eating Peas, 

Nothing But Peas" places extractions from Georg Buchner 's pl ay Woyzeck as source for a role 

drama that investi gates mora l issues surrou ndi ng cloni ng and genetic engineering. These are 

excellent models to consider when creating my own "Extension Webs" (p.125) from each Belfry 

play. 
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The Art of Drama Teaching by Michael Fleming ( 1997) offers a useful breakdown of 

contents that focus on dramatic elements such as : counterpoint; framing action; irony; 

monologue; pause; and unspoken thoughts. Each chapter provides an example of play text that 

illustrates the element under in vestigation. These excerpts, from the mostly British historical and 

contemporary dramatic canon, could prove useful in audience education workshop planning. If a 

Belfry play contains a clear example of a dramatic element covered in this text, the play excerpt 

attached to that element in Fleming's text could be used as workshop source material as a catalyst 

set in resonance and correspondence with the Belfry play. For example, the Belfry production of 

Tremblay's ( 1995) FOR THE PLEASURE OF SEEING HER AGA IN contains many long 

monologues; the chapter on monologue could be used as a model fo r the workshop. 

The GCSE Drama Coursebook and Drama Sampler are two texts by British drama educator 

Andy Kempe ( 1995, 1988). In the former text, he offers a three part drama curriculum which 

involves "Making plays"(p.vi), "Putting on plays'(p.vii), and "Understanding plays"(p.viii). The 

text contains many play excerpts used as parts of units built around playmaking, characterisation, 

dramatic style, movement and sound, and issues-based drama. The text offers many practical 

activities and strategies, and connects each area of exploration with examples from plays. 

However, as with most drama education texts with which I am familiar, there is very little 

attention paid to the student experience of drama-in-perfonnance, except as audience members to 

their own work (spect-actors) or as imagined aud ience response to play text. Criticism and 

analysis in this regard tends to be focussed on dramatic text, rather than the experience oflive 

theatre; this is perfectly understandable given that these are the kinds of drama experiences most 

easi ly and widely available to students. 
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In Kernpe·s ( 1988) second tex t, Drama Sampler he uses an emoti onall y- focussed 

categorization of plays: "Sad Plays"; "Strange Plays" ; "Angry Plays"; "Funny Plays"; and "Wann 

Plays". Within each category he includes a play excerpt and three levels of acti vities: 

"Understanding the Text", "Producing the Scene", and "Further Development". Whi le I am 

hesitant to categori ze plays in an over-simpl ified way (a single play can be sad, funny and 

strange) , Kempe's three-part ac ti vity structure is useful fo r audience education. lt is really the 

basic model of pre-show, show, and post-show that applies to Belfry IO I: the pre-show workshop 

is for understanding the tex t, the show itself is the production of the scene (play), and the post­

show work is involved in fu rther developing understanding and extensions coming out of the 

play. 

Starting With Scripts by Andy Kempe and Lionel Warner ( 1997) is a 150 page text of 

worksheets for use by students in many various modes, styles and genres of script exploration. 

Ten of these 150 pages are devoted to the student experi ence of attending a play - "Experiencing 

the Production" (p. 138-1 47). This text is well-laid out, clear and practical in fonn and content. 

find it remarkable that such a small portion of a drama education text entirely focussed on script 

as source and exploration should encourage and examine the experience of au ending a p lay. 

What is missing from this text is exactly what l am trying to develop at the Belfry: a way fo r 

students to experience play tex t as both drama process, in the pre- and post-show workshops, and 

as playgoer/spectator/audi ence member/critic seeing the produc tion. 

Teaching Drama: A Mind of Many Wonders by Norah Morgan and Juliana Saxton (1 987) 

opens by stating that "the dram a teacher is the one who knows how to use the theatre in the 
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service of the students' own dramatic acti vity and how to use drama fo r those who are ready to 

be involved in theatre presentation" (p. I). This aptly descri bes my function as audience educator 

employing dramatic process in Belfry IO I. This drama teaching tex t never loses s ight o f the roots 

of the art fonn o f theatre in drama education. I have made use of Morgan and Saxton's noti on 

"dramathink" (pp. 175-1 88) bra instom1ing and planning strategies to hone in on a Belfry play in 

order to uncover the key themes or issues fo r workshop ex ploration. The authors also focus on 

quest ion ing (pp. 67-1 06) and teacher-in -role strategies and techniques (pp. 38-66), both of whi ch 

are very helpful in audience education program planni ng. 

Drama Worlds: A Framework for Process Drama by Cecil y O'Neill ( 1995) is one of the most 

influential texts I have encountered, both in my graduate work and my teach ing career. Li ke 

Morgan and Saxton, O'Neil l writes about drama educat ion with a clear and consistent theatrical 

sensibi lity. Her arguments for process drama as integra l to education are powerful and 

convincing. She envisions classrooms where teachers and students can work in-role together: 

to see a dramatic world come into being, an imagined elsewhere with its 
own characters, locations, and concerns, developing in accordance with its 
own inner logic. This world mani fes ts tension and complexity, and employs 
devices s imilar to those appropriate to dramatic worlds arising in more 
conventional theatre settings. (p. xi) 

O 'N eill's "Conspiracies: Audience and Parti cipation" draws on theatre theori sts and 

practitioners such as Jerzy Grotowski, Augusto Boal and Peter Brook to examine the ro le and 

function of the spectator in both theatre and process drama. According to O ' Neill: 

The experience o f theatre demands an acti ve med iation by the spectators, who 
speculate, make assumptions, apply interpretations, and develop expectations 
about the make-believe world that is un fo lding before them. They labor to 
produce meaning from the dramati c presentation which is, by its nature, 
discontinuous and fragmentary. T he successful theatre event will be 



suffic iently defined to give impetus and direction to these efforts, but open 
enough to evoke speculation and complex projections. (p. 1 12) 

This understanding of the spectator is one that is articulated in Belfry 101. Workshop 

activities offer students the chance to "speculate, make assumptions, apply interpretations, and 
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develop expectations" around the play they will be seeing, or have seen. Students are in active 

mediation with the play. Seeing this process as work, involving labor and effort, is also important 

in Belfry IOI . 

The English Collection Series published by Longman in England, has three vo lumes devoted to 

drama as pa11 of the GCSE National English Curriculum: Making plays, Drama in English, and 

Getting into Shakespeare, all written by Theresa Sullivan ( 1992, 1991 a, 199 1 b ). Making plays 

look!> at playwriting and has some useful models and activities for Belfry IO I follow-up activities, 

specifically original script-writing assignments coming out of examples from play excerpts. 

Drama in English is a more process-driven text, and contains models of co ll ective creation such 

as role play, docudrama, and a process drama deri ved from Brecht's Caucasian Chalk Circle 

(p.38-47). The latter section using Brecht offers an excellent example of script as source for 

dramatic exploration of a potent moral dilemma, much like the lesson plans found and cited above 

in Lessons.for !he Living (Clark et. al., 1997). Getting into Shakespeare reminds me of the 

Harcourt, Brace, Jovanovich editions of Shakespeare plays J used in my teaching in Toronto. 

Both these texts use Shakespeare as a source for contemporary and personal connections, thus 

students are encouraged to both write and enact their own responses to the characters and 

situations found in Shakespeare's plays. Building process dramas out of the central conflicts and 
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d il emmas in Belfry plays is something I have already done, but would like to furthe r develop in 

the proj ect. T hese texts give useful models to draw on. 

3) THEATRE EDUCATION TEXTS 

A Shared Experience: The Actor as Storyteller is a monograph of an interview with director 

Mike Alfreds ( 1980) on his work with a British theatre company call ed Shared Experience in the 

I 970's. His company presented intentionall y simpl y-told versions of fai ry tales and other classic 

stories. Alfreds was working to get at the essence of theatre by stripping away all that he fe lt was 

extraneous - sets, l ights, costumes - to return to the basic e lements of actor and audi ence. He 

describes the actor-audience relationship using a wonderful term, "imaginati ve complicity": 

It would seem that by his sheer strength of belief a lone the actor can transfonn 
not onl y himself but the space around him. This is what theatre is and docs . It 
creates what isn't there at all through the creati ve will of the actor and the 
imaginative complicity of the audience. (p. I 0) 

I have held thi s phrase in mind throughout Belfry IO I, especiall y as I facilitate the coming-

together of students and actors in workshop sessions. When students and actors work together in 

sessions, or when actors/directors/playwrights come in to observe students' work, they are 

engagi ng in imaginative complicity around the drama-in-performance. And this understanding o f 

.the powerful connection between actor and audience he lps to teach students that theatre aud iences 

are not passive; rather, their presence in space and time can and often does shape the work of the 

actors on stage. The witness of the audience is an essentia l e lement in the theatrical process -

unlike film and te levision drama. Students need to develop an understanding o f the significance 

of the ir presence as audience to the perfonnance. 
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The Enjoyment of Theatre by Kenneth M. Cameron and Patti P. Gill espie ( 1996) is a post-

secondary th eatre tex t that conta ins two chapters focussing on the audience; "Theatre: Art, 

Audience, and Society", and playgoing, "How to See a Play". The fonner chapter looks at theatre 

audiences from a socio logical and global perspective, presents a range of possible audience 

responses, and concludes by posing some relevant questions: 

How does an expensive acti vity like theatre survive? Who should its audience 
- its source of income - be? How s hould it attract and satisfy this audience? 

Or is the institution itself doomed in a mass culture (because, for example, its 
audience s ize is so limited)? {p. 38) 

The chapter on playgoing gives a clear gu ide about what to look for when seeing a pl ay, and 

offers useful questio ns to assist in organiz ing a response to a play production: 

• What are the major values of the play? 
• How are these values reveal ed or trans fonned through perfom1ance? 
• Are the g iven circumstances of the production clear? How do they re late to 

the given c ircumstance of the play itself? How are these gi ven c ircumstances 
made clear? 

• What are the conventions of the production? Do they seem to work with those 
o f the play? How or how not? 

• What is the style of the production, and how is that style achieved? ls it the 
same style as that of the written play (if that questi on is answerable)? 

• Is the story clear? How do the several elements of production enhance 
its suspense and surprises? 

• Are all the characters clear? Are they interesting? How has each actor made 
the character cl ear? interesting? How have the several e lements of design 
contributed to these goals? 

• Are the ideas clear? compell ing? What elements of production have worked 
• to furthe r these goals? 

• Did the audience seem attentive and appreciative, and how di d the audience 
responses fit with my own? (p. 75-76) 

These questions are a useful tool for Belfry 10 I students to use in discussing and writing their 

responses to each production. 
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Theatre Studies: An Approach for Ad,1anced Level by Simon Cooper and Sall y Mackey 

(1995) is yet another text from England, thi s one aimed at students of A-level courses in Theatre 

Studies and Drama. It is a well-organized and well -written text which contains an entire section 

of great use in developing audience education curriculum. "Contemporary Productions" features 

a very detailed model called "A System for Perfonnance Analysis". It contains many invaluable 

questions on each dimension of a perfonnance: the theatre space; the stage space; the audience 

space; the set, lighting, sound, and costume choices; the actor and his/her performance; the text 

and its directorial interpretation; the overall impact and audience reception; and future 

perfom1ance analysis (p. 148- 162) . A diagram from this uni t (Appendix D) is worthwhile to 

distribute to audience education students as a map of things to consider when analyzing a drama­

in-performance. It offers an effective overview of so many of the elements at work in play 

production. 

Rehearsing the Audience: Ways to Develop Student Perceptions of Theatre by Ken Davis 

( 1988) is a slim book I discovered and immediately wished I had written myself. In it I was 

introduced to Mihalyi Csikszentmihalyi 's ( 1990) concept of flow, a pleasurable and productive 

psychological state when one is balanced well between the s kill and challenge involved in a task, 

applied to the theatregoing experience. I was also drawn to Davis' own tcnn and practice of 

audience education, "playgrounding" (p. 5), that he uses in his post-secondary teach ing of 

"drama-in-perfonnance"(p. 8). His fou r-stage model fo r theatre audience education (see 

Appendix E) provides a very clear and valuable structure for Belfry IO I pre-show 

("Backgrounding") and post-show ("Foregrounding") workshops. Although Davis is working 



with university students, much of hi s theory and practice are applicable to senior secondary 

students. The text also conta ins an extensive and relevant bibliography. 
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Theatre: The Dynamics of the A rt ( 199 1) by Brian Hansen is an American post-secondary 

introductory theatre text. Hansen includes a ten page chapter on "The Audience" late in his book. 

His li st of "Audience Skills" includes concentration, perception, open-mindedness, imagination, 

emotional responsiveness and demonstrati veness (pp. 266-270). These are all clear educational 

and experiential goals for any audience education project or program. 

Hansen's overall model is that of "Theatre as Inte raction" (p. l ). All subject areas Hansen 

covers come under the headings of theatre as context interactions (social/cultural roots and 

functions) (pp. 19-80), content interactions (fonns and genres of drama/theatre) (pp. 81-149), and 

mode interactions (structures, funct ions, roles) (pp. 150-27 1 ). Hansen's final chapter is titled 

"Theatre Extended" and contains a powerful description of theatre as a deeply human act - both 

the act of imagination and the act of perfonnance: 

Nothing scars home the po int of a vicarious experience as well as seeing 
another enact it--or, better yet, enacting it oneself. The impact is more 
powerful , the remaining memory more complete, because even the simplest 
enactment is filled with sensory details which cannot be duplicated in other 
forms. It may be this engagement of the senses which is the hallmark of any 
meaningful experience; in any case, the more total the involvement of the 
senses, the greater the impact of the experience. (p. 274) 

Devising Theatre: A Practical and Theoretical Handbook by Alison Oddey ( 1994) offers a 

complete overview of the kind of work British theatre-in-education (TIE) companies have done 

so successfully with collecti ve creation . Oddey gives plenty of clear examples of speci fi e devised 

theatre projects to illustrate her theories. I found her chapter on theory and practice to be very 

useful , especially her guidelines for devis ing (pp. 149-150) and her model of process (pp. 152-
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153) which offers a series of open-ended questions to stimulate a group's devising 

development. Her chapter of practical ideas (pp.166-20 I) suggests a number of processes and 

exercises for !:,'TOup-building and play-building. This text is focussed around TIE practice, but 

certainly has great va lue for a teacher interested in collective creation. It al so has been beneficial 

to me in Belfry IO I for the Intensive class' post-show devising work. 

The S tage and the School by Katharine Anne Ommanney and Harry H. Schanker ( 1982) is an 

American theatre education text that has been around, in many editions, for fifty years, and for 

good reason; it is a comprehensive and practical introductory text to the world of the theatre. 

especially appreciate the I 00 plus pages it devotes to scenes and monologues from dramatic 

literature. I do note, however, that in a book of over 500 pages in length, only ten pages are given 

to student experience and practice of attending theatre ("Evaluation of the Drama" p. 192-202). 

Theatre: The Human Art by Sam Smiley ( 1987) is a post-secondary level theatre text that 

contains 21 chapters of 15 to 20 pages each in length. Chapter titles include "The Human Nature 

of Theatre" , "Types of Theatre and Drama", "Directors in Action", "Actors at Work", "Classical 

and Medieval Drama", and "Theatre in Society". Any of these chapters could be used as 

supplemental reading fo r audience education students. Smiley has included two chapters with 

specific relevance to Belfry IO I: "Live Audiences" and "Perception and Analysis". At the 

conclusion of the latter chapter, he includes a questionnaire for performance analysis which 

contains nearly 50 different questions for students to consider in analyzing and responding to a 

drama (pp. 60-61; see Appendix F). 
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The Art of Theatre by Dennis J. Sporre (1 993) is a very thorough post-secondary tex t 

published by Prentice-Hall. Chapters cover theatre fo m1s and architectures, history, directing, 

acting and design, even a chapter on Asian theatre. Chapters on "Understanding and Evaluating 

Plays and Perfo rmances" (pp. 59 - 92) and "The Audience: Expectation, Perception, and 

Response" (pp. 119-148) are pl aced re latively early on in this 500-plus page text. Often these 

topics are buried later in o ther theatre education tex ts, so Sporre's forefronting of these concerns 

within a genera list th eatre text is welcome. The overall feel of thi s text is that it contains so much 

infonnation it begins to feel "test-oriented", but it is a useful compendium and resource, even 

though relatively conservative in tone and content. 

Building Plays: Simple Playbuilding Techniques at Work by Carole Tarl ington and Wendy 

Michaels ( 1995) is another text which has proven useful in the Belfry IO I Intensive class' post­

show collecti ve creati on work. This is certa inly a "must-have" text for anyone interested in 

developing origina l dramas. Tarlington and Michaels offe r clear guide lines and examp les in 

practice. I have used a number of their suggested strategies in my post-show rehearsals, such as 

creating stil l images (tableaux) (p. 40) and one-liners (in my case, pulled out from the Belfry 

play)(p. 42) as starting points for improvisation. 

The Theater Experience by Edwin Wilson ( 1976/ I 994) is another big publ isher's introductory 

te11iary theatre text, now in its six th edi tion. T he book opens with "Part One : T he Audience" and 

W ilson spends four chapters, over e ighty pages, defin ing and examining the audience. Again, as 

with Smiley (1987), these chapters are a good reading resource for audience education students. 



In another pa11 of this text lies a lovely passage about how we (the audience) see images 

of ourselves in characters on stage: 

We have seen that the exchange between performer and spectator is the 
bas ic encounter of theater (sic). But the dramatic characters impersonated 
by the perfonners are images of ourselves. In truth, therefore, the basic 
encounter of theater is with ourselves. Sometimes, watching a theater event, 
we see a part of ourselves on the stage and realize for the first time some truth 
about our lives. This confrontation is at the heart of the theater experience. 
(p. 289) 

Audience educat ion is about preparing students for the possibility that they may "see a part of 

(themselves) on stage". It is also about encouraging them to enter into that "confrontation" in 

order to uncover "some trnth about (their) lives" . 

4) DRAMATIC ARTS CURRICULUM AND THEATRE OUTREACH 

EDUCATION TEXTS 

Education Centrestage! Education/Outreach Programs in Professional Theatre, edited by 
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Roger L. Bedard and Scott Davidson ( 1993) for the American Alliance for Theatre and Education 

(AATE), is a valuable research tool in the fonn of a resource gu ide for both educators and theatre 

companies. It surveys the outreach/education programs in ten different American professional 

theatre companies, five adult contemporary or classical theatre companies, and five theatres for 

young audiences. I intend to carry out doctoral research based .on this model, to provide an 

audience education resource guide for Canadian English-speaking profess ional theatre companies 

and the educational communities in which they live and work. Belfry IO l is a model that could 

be included in this research and writing, especially as it pos itions a certified teacher delivering 

(possibly accredited) curriculum in a professional theatre setting; a high ly integrative and 

collaborative a1is/education pa11nership. 
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Acting in Class.-oom Drama: A Critical Analysis by Gavin Bolton ( 1999) is a version of his 

doctoral thesis that studies acting behaviour of students in drama classrooms. His work is placed 

within a wide historical context covering most of the twentieth century and traces much o f the 

development of the field of drama education. Whil e thi s is an important text for drama educators 

and theori sts, it is hi s closing chapter, "Towards a Conceptual Framework" that I found usefu l for 

audience education. Here Bolton offers a refined definition of acting in educati onal settings: 

Acting behaviour is an act of fiction-making involving identification through 
acti on, a prioriti sing of determin ing responsibilities, the conscious manipulation 
of ti me and space and a capacity fo r generalisation. It reli es on some sense of 
audience, including self-spectatorship.(p. 270) 

l t is the notion of "sel f-spectatorshi p" that is of inte rest speci fie ally regarding audience education 

and Bel fry IO I. Bel fry students a re learning, through acting behaviour, about becoming better 

audience members . They are engaged in two types of self-spectatorship: of themselves as actors 

in workshop sessions working wi th other students and professional arti sts , and of themselves as 

audience members working with the professional artists on stage. Audience education is not just 

about witnessing a drama-in-performance, it is also about self-wi tnessing - paying attention to 

oneself throughout the playgoing experience. Says Bolton, 

Thus 'self-spectatorship', at its best, can be sa id to promote a doubJe valence 
of being an audience to one's own creation and being an audience to oneself 
Mike Fleming uses the term 'percipient' to combine the parti c ipant/spectator 
function in drama. Such a concept takes us beyond individual spectating to the 
collective feel ings shared by all the players as 'an audience' to what they are 
creating or presenting. It further extends the theory of sel f-spectatorship to take 
on board the notion of the 'percipient's' emotional engagement with what is going 
on. (p. 266-267) 



This, in part, offers an answer to my hypothesis that Belfry IO I students trans fer their self­

spectatorship from the pre-show workshop experience into the playgoing experience, the one 

in fonning and strengthening the other. 

5 1 

Education and Dramatic Art by David Hornbrook ( 1989) is a contentious, at times infuriating, 

book. When 1 first started readin g it, 1 was so taken aback with his critical attacks on the whole 

drama education movement in general , that I immediately put it on the shelf, where it stayed until 

now. However, Hornbrook does have some very interesting and worthwhile arguments to make 

on behalf of placing dramatic arts as an essential part of the core cun-iculum. His thoughts on 

dramatic literacy and dramatic arts studies placed in the larger fram ework of a "dramatised 

society" (p. 127) are all worth consideration: 

In it (dramatised society), we are described not simply as role-playing 
indi viduals acting out our preferences against a known 'objective' world, 
but rather as moral agents making sense of ourselves and our actions through 
our membership in communities of discourse. (p. 127) 

Above al I, dramatic art gives us an aesthetic located in the dramati sed inter­
subjectivities of our social being and in contact with the moral and political 
implications of that being. (p. 128) 

As mentioned earlier, Hornbrook includes a perfonnance analysis questi onnaire written by theatre 

semiotician Pat1ice Pavis (see Appendix G). This model for tertiary-level students offers 

questions that could be adapted for secondary students as a guide to evaluate a perfonnance. 

Drama and Theatre Studies at AS/A level by Jonathan Neelands and Warwick Dobson (2000) 

is a Briti sh drama and theatre curriculum text written for senior secondary students. This recent 

text offers a comprehensive mix of theatre history, theory and practice and has two sections of 

particular use to audience educators. Section Four, "Textual Analysis", identifies "strategies that 
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are used to read plays as potential texts for perfonnance rather than as literature" and "a step-

by-step process for analysing play texts from a director's point of view" (p. I). Section Five, 

"Devising and Analysing Perfo1mances", "offer(s) ... a ten-stage framework that covers everything 

in the devising process from firs t ideas through to the evaluation of the performance" (pp. 1-2) 

and an introduction to semiotics and performance analysis. Of particular importance in these 

secti ons are the "Textual Analysis Questionnaire" (pp. 160-163), "Devising Process 

Questi onnaire" (pp. 193- 195) and the "Performance Analysis Questionnaire" (pp. 224-228), all of 

could be used as part of an audience education curriculum. The latter questionnaire has proven its 

utility in post-perfonnance Belfry IO I Intensive sessions, where I have applied it as a di scussion 

guide with great success (sec Chapter Three). 

Performing Arts Institutions and Young People: Lincoln Center's Study "The Hunting of 

the Squiggle" by Mark Schubart ( 1972) is a text that is nearly thirty years old, but which contains 

many still fresh ideas around arts partnerships in education. Schubart reports on a huge 

quantitative survey he undertook as education director of Lincoln Center. Over five thousand arts 

and educational institutions and groups across America were surveyed about their work, or lack 

thereof, with young people. As well, dozens of interviews were ca1Tied out with educators and 

artists. The picture he paints, in 1972, is fairly glum: Young people are not receiving enough . 

education in the arts and are not exposed enough to arts in their communities. Many things have 

changed for the better in the intervening years, including the rise of professional theatre for 

young people (TY A) and TIE movements. 

However, his proposal for The Lincoln Center Project for Young People that "is first and 

foremost an arts organization with a special purpose; one in which the young arc not only honored 
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guests but active participants as well" (p. 77) is most intriguing. His model is an arts education 

program set in a professio nal arts organizatio n, and features maximum focus on students learning 

through do ing, and through interacting with professio nal artists. Some of the proposed policies 

for this project: programs are interrelated (teacher, a11ist and young person working together); 

flex ible; interdisciplinary; deal with pa11icipation and observation interrelatedly; provide a 

laboratory fo r curriculum develo pment and fo r the development of educational materi als and 

other publications; and programs are the basis for collaborative programs with other a11s 

institutions and long-range research. Many of these policies can already be applied to Belfry I 0 1, 

especiall y the interrelatedness of teacher, artist and student, and of parti cipation (workshop) and 

observation (perfo1mance). 

Conclusion 

Many of the voices presented here may be found throughout the thesis. In Chapter Three I refer 

to many o f these writers, who also help me to theoretically "unpack" the audience education 

strategies developed and implemented in Belfry IO I. 



CHAPTER THREE - BELFRY 101 WORKSHOP STRATEGIES THROUGH 
"I" / "ME" SYMBOLIC INTERACTION 

rhe rhearre 

I1111s 1 never 
be boring 

indeed 
11111s 1 be 
the opposite 
(~/"boriug 

so it may 
delight a11d arouse 
the senses 
and the mind 

111a_1· soothe 
and shake 
and shod 

dig deep 
really and 
truly deep 

in the earning 
of a single clap 
or bravo 

*** 
m_rfather 
<(1·i11g 
complained lifflc 
to me 
but !hat it 
(dying) 
H'llS horing 

the Jheatre 
1ras his /(le 
a11d is mine 

if theatre 
is boring 
it is both 
bad and 1rro11g 

there is much 
of theatre 
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which bores 

but a 1110111e11t 
a 111e11101~1· 

(Lear cradling 
Cordelia 

Salieri grie1·ing 
Mozart 

Godot 1rniti11 , 
u_/J_~tage 

n11rage 111oving 
on) 

more than 
counteract 
that 11 ·hich hores 

*** 
the actor 
steps into 
the /ioh/ 

and 11 ·e 

!he a11dience 
co11cen1ra1e 

1ra11.~fix and tran.~f'orm 
1rha1 is pe1/or111ed 
with 011r collective 
gaze 

create in community 
the space 
of the sta •e 

coopemte in believin , 
this temporary (s11spe1uled) 
reality 

ask 011/y that 
our actor help us 

(by being ah rays 
and ever 
open 
honest 
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and trne) 

trost this journey 

make the trip worthwhile 

******************** 

INTRODUCTION 

The "voice" employed in thi chapter is a fonn of soliloquy; a dialogue between the "I" 

and the "Me" (as discussed in Chapter One). Each strategy below is described first as an "I" 

experience from my tance a teaching arti t engaged in the process of facilitating an audience 

education program. That narrative description is followed by a "Me" reflection, where the role of 

researcher takes over to unpack each strategy, to uncover it theoretical roots. This fonn of 

symbolic interaction (Athens, 1994; Hare, 1985; Hewitt, 1979; Perinbanayagam, 1992; Woods, 

1992) is useful in eparating the "selve " when one i researching one's own work as a reflective 

practitioner (Schon 1983). "I" i about action (drama) and process. "Me" i about reflection and 

theory. Peshkin (2000) write in a similar way in "The nature of interpretation in qualitative 

research". He plit hi text between de cribing an educational study in process and, indented and 

set off from the main text, the theoretical problematic he encountered in conducting the study. 

This chapter outlines the drama trategie that [ have found effective, a number of them 

repeatedly so, over the course of the fir t two seasons of the Belfry 101 project. My hope is that 

teachers and teaching arti t who are intere ted in encouraging their students to go to the theatre 

will use some or all of these trategies themselves adapting them according to their own needs 

and the types of theatre they will attend. 
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PRE-SHOW WORKS HOP STRATEGIES 

These strategies have a ll been incorporated into three-hour pre-show workshops, and are 

intended to prepare students fo r the production they are going to see immedi ately fo llowing the 

workshop. Workshops take place between 4:30 p.m. and 7:30 p.m. , with a 20 minute break for a 

pizza dinner (courtesy of the theatre). Actors and directors a re invited into the workshops to 

either parti cipate or observe, and thi s interacti vity between the students and these professional 

theatre a rti sts has become a finnl y established feature of the project and an important key to its 

success. 

Whil e these worksho ps occur pre-perfonnance, a teacher/teaching a1iist who wished to 

use the strategies in a post-pcrfonnance context would a lso be able to do so. My only caution 

would be tha t s tudents' work may be more shaped in response to the play they have seen, and be 

perhaps less open and exploratory than a pre-perfonnance session, where the focus is on leading 

students into the world of the play and production. Emilie FitzGibbon (I 993) agrees when she 

writes, 

An effective use of the pre-show workshop ... utilizes a system of signs which re­
appearing within the perfonnance acquire enhanced personali zed meaning thus 
powerfu ll y re in fo rcing the learning which takes place within a single theatre-in­
educati on experience. The same, to some extent, can ho ld true fo r the post­
performance workshop but there the answers have at least been suggested, the 
solutions implied. A pre-show which appears to be about something completely 
different frees the mind and allows it to approach problems, questions or issues 
with fewer preconceptions. It further allows specul ati ve thought and personal 
response to emerge in a way which is not possible if the issue has been stated in a 
black and white manner and where what I have e lsewhere called the "goodie­
goodie" factor comes into operation. (p. 22). 

Stig Eriksson ( 1999) a lso writes that "Preparing oneself fo r theatre perfonnances through drama 

work can be a door-opener" (p. 8). His comment resonates with O 'Neill 's ( 1995) notion of 



drama teacher as "liminal ervant"(p. 66) crossing dramatic thre hold with student into 

ficti nal worlds and back again. 

I. READI G T HE SET 

I : This trat gy ha b come a regular part of each Belfry IO I pre-show ses ion. Aft r th 

tudents sign-in and are gr eted by me in a circle, w leav the tudio where the work hop take 

place and go up tairs into the main tage theatre auditorium. At this time of day (between 4:30 

and 5:00 p.m.) we are the only people in the theatre, o the student fill up the front row and I 

58 

in ite them to "read the set" by si mply asking them t tell me what they are eeing. This ingle 

que tion is u ually enough to prompt a flood of respon e , but I also guide their perceptions by 

drawing their attention to set de il:,JJl elements such as colour line hape contra t, and texture. I 

keep the discussion focu sed on the prediction of where and when the play might take place, and 

who the people are who live in this world, given what the et tell u . Another intere ting point of 

view in this strategy is to consider the et it elf a a character in the play: Who i thi per on? 

What kind of personality are we getting from thi design? We also pay attention to et dre sing 

and props visible onstage and ask what infonnation they are giving to the audience. 

I alway find thi trategy invaluable as a starting-off point, even more so when company 

members join us in this proces . I notice how impres ed the actors are with the accuracy of the 

tudent 'insights and prediction , that are consistently ophisticated and multi-layered. I 

empha i e that this proces is one that any audience member engage in when they enter a theatre 

auditorium, uch a the Belfry, where a curtain i rarely if ever, employed. Reading the set i the 

fir t job for the audience before the house light dim and the perfonnance begin . 
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This strategy could easily be used by a teacher bringing a student group to a theatre 

production, simply by arranging to arri ve earlier at the theatre. As long as a curtain is not being 

used in the production (and even if it is, the theatre may be willing to open it up for the students), 

the group can take the time before the house fi ll s and the show begins to sit , contemplate and 

discuss the set. A phone call to the theatre 's education coordinator, publicist or house manager is 

advised, so that the theatre can be opened to the student group ahead o f schedule. 

Possible extens ions of this strategy include Reading the Poster and Reading the Program. 

Again, the focus is on students mak ing pred ictions about the performance based on the clues they 

glean from these pre-perfonnance materia ls. 

ME: Neelands and Dobson's (2000) recent text, Orama and Theatre Studies/or ASIA Levels , 

has an invaluable chapter called "Reading the Signs of Performance" (p. 196-228) that 

incorporates looking at how students can learn to interpret the "signs", semiotically-speaking, 

given in a drama-in-performance. This examination of set, poster and program des ign opens up 

the areas of aesthetics, semiotics and perfo rmance and response theories. My understanding in 

this area has been assisted by my reading of Susan Bennett ( 1990) on theatre audiences, Susanne 

Langer ( 1953) on the perception of aesthetic objects and Keir Elam 's ( 1980), Willmar Sauter and 

Jacqueline Manin 's ( 1995) and Elaine Aston and George Savona 's ( 1991) work on semiotics 

applied to theatre. 

Summarised briefly: An audience becomes an "interpretive community" (Bennett, p. 183) 

in the collective act of attending a drama-in-perfom1ance. Their interpretive work occurs on 

multiple levels and is connected to many senses: sight, sound and kinesthetic being the primary 

ones, although smell, touch and taste may be stimulated in a more indirect way through the play 
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text, action on stage and/or design elements (set, props and costumes). The decoding process, 

understood by semioticians as the way humans make sense of the s igns and symbol s they 

encounter, has direct applicability to theatre. Understanding how these processes of interpretation 

functi on, and drawing students' attention to these processes, is what underpins the Belfry IO I 

strategy I call Reading the Set. 

2. STAGING THE SYNOPS IS 

I: This is another strategy that has developed into a Belfry IO I "regu lar". In Belfry IO I , 

many weeks can pass between productions and workshop sessions; Belfry productions are spread 

out over a nine month period each year from September to May. The students need some time to 

re-connect, and to incorporate into the group the acting company members who are joining us for 

some or all of the session. Staging the Synopsis works very well as an ice-breaker and wam1-up, 

whi le maintaining focus on the play we have gathered together to explore. 

I always promise the stud ents that I wi ll try very hard not to spoil their experience of the 

play by telling them too much about what will happen. Speaking personally, mov ie previews that 

cut and splice an entire movie into a sixty second ad make me feel "dumbed-down" and as if I 

have already seen the movie. Many adu lt theatregoers w ill have read a review of a play they are 

going to see, or will have heard something via word of mouth about the production. However, I 

find that Belfry IO I students have most often not read anything, and may have heard very little, 

about the play they will be seeing that night. Working from the premise that audiences glean 

preparatory "playgrounding" (Davis, J 988, p. 5) knowledge from the various forms of 

infonnation available to them, I make use of the Play Synopses given in the Belfry season 

brochure. Each of these synopses is approximately 5 to IO sentences in length. 
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Staging the Synop is involve treating the play ynopsis as dramatic text to b 

int rpr t d and perfonned. The students and company members (tho e interested in participating 

rather than observing) are divided into small group of 3 to 5 each and each group is gi en one or 

two entences (numbered in order) of the ·ynopsis. I invite the group to use many taging 

techniques: tableau, movement (either in silence or wi th ound effect /narration), choral speaking 

and improvisation in their work. I draw their attention to the active verbs in the sentences, 

reminding them that the word "drama" means action. Focus ing on the verb driving the ·entence 

can help the proce of interpretati n. For exam pl , the opening sentence in the Bel fry I 999-

2000 sea on brochure' ynop i ofJa on Sherman' (1998) play PATIE CE read "Inspired by 

The Book of Job, Patience is the story of Reuben and his fall from grace. On the edge of clo ing 

a big bu ine deal he i truck by the hand of fate." In the workshop I would focus on the word 

"fall" and "struck" . Also, words like these can prove v ry important and u eful cataly t in other, 

later work hop strat gi s (see #4 "Keying Into th Play"). The ynopsi i taged in the round, 

with groups gathered together around the periphery of the playing space. I give the work its title, 

i.e. , "Play ynop is of PA TIEN E" and each group tep into the central playing space one at a 

time to share their dramatically-interpreted sentences. The students and participating company 

member have co-created an original drama in a very hort time, u ually IO or 15 minutes for 

both preparation and sharing, that is rooted in the story the actors will tell and the students will 

witness three hour ahead in time. 

There are variations of taging th ynop i : Staging the Playwright ' s ote or Staging 

the Director's otes. In fact the trategy taging the Playwright otes grew out of a particular 

Belfry IOI ession on the play ORONATIO VOYAGE by Michel-Marc Bouchard (1995). 

The theatre p1inted Bouchard's notes on the play in the program and I wa truck by th ir 
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lyr icism and power. I staged these notes in the pre-show workshop in the ways J have 

described above, and we later shared this work with a number of the actors in the play. Although 

the Belfry does not generall y pri nt eithe r playwright's or director's notes, w herever and whenever 

playwright's or director's notes may be avail ab le, I would recommend using them in thi s strategy. 

The personal vision of a playwright or director in writing about a play is likely to be a more 

evocati ve piece of text to work from than the more neutral text found in a synopsis that is usuall y 

written by the theatre's publicist. 

ME: In Belfry IOI , the play synopsis becomes a pre-text fo r the play itself. Cecily O'Neill 

( 1995) has written about the use of powerful pre-texts as a way to ente r into process dramas. 

theorize that the play synopsis functi ons as a pre-text which, through its collective dramatic 

interpretation and enactment, serves as a touchstone, a "liminal doorway" (O'Neill, 1995, p. 66) 

through which students pass as they enter the world of the play. By being invited to make the 

synopsis their own, the studen ts are a lready making the experience of the play personall y and 

collectively relevant. Ken Davis' (1 988) comments on Plot Summaries seem to conform to mine 

arou nd us ing synopses: 

In lieu of the actual scri pt, many theatres,and some teachers, provide background 
in the fom1 of plot summaries. Carelessly done, these cany all the disadvantages 
of reading the entire script with none of the advantages. Well done, however, they 
can surely enrich the audience experience. (p. 24) 

Using the synops is as pre-text for dramatic creation is an example of what Davis describes as 

enriching fo r audience experience. 



3. PULLING OUT LINES 

I: Pulling Out Lines involves using lines of the play text as pre-texts for the students' own 

interpretations and improvisations. There are a couple of ways this strategy can work well with 

studen ts. First, it can assist in the understanding of character, in that key lines spoken by main 

characters in the play can be examined for what they reveal about the person speaking them. 

Second, key lines can become catalysts for students' dramatic improvisations and explorations. 
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In the play FOR THE PLEASURE OF SEEING HER AGAIN (Tremblay, 1998), we see a 

mother and son rel ationship revealed over a period of about 15 years. For the pre-show 

workshop, l pulled out about a dozen I ines spoken by each character and had the students use 

them as the basis for a choral speaking exercise. The "Mothers" gathered on one side of the 

space, as a chorus, and the "Sons" (or "Child") on the opposite side. They then spoke the lines in 

uni son call-and-response to each other. Even though the lines were pulled out in isolation, not 

from any continuous dialogue passage, the choral work highlighted the universa l nature of the 

mother/child relationship in the play. 

The students were then asked to get into small groups and select five lines from the li st to 

put together into a five-line scene. The lines were to be chosen according to the pattern of a 

"well-made" scene; that is, one line corresponding to each of Introduction, Rising Action, Climax, 

Denouement and Conclusion. These short scenes became the basis for further scene-building by 

improvising in between each of the key marking lines in the scenes. We later shared these scenes 

with the lead actor of the Belfry production. She was apparently delighted with the students' 

work and told us she would be hearing her lines in a different way that night on stage, having seen 

the students' re-interpretations of Tremblay's words. 



The second way I have used the play text itself by Pulling Out Lines was with the 

production of Kl LT (Wilson, 1999). In reading the play I noticed how often the playwright had 

the characters asking each other questions (some which are answered, some which are not), a 

product of the Scottish cultural background of this play and its idioms of speech. I pul led out a 

number of these questions and had students use them as first lines for scene improvisations. 

Again , lines from the play become pre-texts for the students' own interpretations and 

explorations. And, as an added bonus, the recogni tion of the lines by actors participating or 

observing created a strong and pleasurabl e connection between artists and students . 

ME: Using single lines as a prompt for improvisation can be found in a number of drama 

education texts, but I beli eve I first found it in David Booth 's and Charles Lundy's ( 1985) 

invaluable book Improvisation (p.56). I learned the five-lines scene-building strategy from 

Toronto director Peter Hinton when I apprenticed with the Canadian Stage Hour Company in 

1988-89 as part of my coursework in the Artist in Community Education (ACE) program at 

Queen's Uni versity. This is an excellent way to get students playbuilding, as these five lines 

create the dramatic framework for scene development. 
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On a more theoretical level , I am interested in the processes of de-contextuali zation and 

re-contextualization at work in this strategy. Gregory Bateson ( 1979) writes that, "Without 

context, words and actions have no m eaning at all"(p.16). Students working in thi s way are 

encountering the text of the play on multiple levels. First, in understanding that the lines are from 

the play they are going to see, they are given permission to "pre-view" the play in these isolated 

pieces of play text. Second, the lines become tools for students as they are to be given new and 

original meaning through dramatic process. Finally, students are able to place their 
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interpretations up against the experience of the play when they share their work with company 

actors and also through their knowing recognition of the lines when they see the drama-in­

performance. 

I see this strategy as a postmodern activity, in that it allows for the meaning-makers and 

interpreters (the students) to place the text into a context that has relevance and significance for 

them (through their re-interpretations and improvisations). This connects to my understanding of 

theories of deconstructio n and reader-response by such theori sts as Jacques Derrida and Louise 

Rosenblatt. Barone ( 1990) synthesizes my appreciation of these theories in his use of the tenn 

"conspiracy" to describe the temporal, contextualized and ephemeral breathing together ofreacler 

(audience member) and text (play) (p. 313). In pulling out and offering lines of play text to 

students, they are invited to enter into conspiracy with the play- to breathe together with it, to 

create their own unique collective and individual meanings. 

4. KEYING INTO THE PLAY 

I: Here I employ the strategy commonly used in playbuilding/collective creation process 

where students are offered a catalyst for exploration and scene creation. Deciding upon the most 

effective and evocative key line or word in the play, or using the play title itsel f, is the challenge 

for the teacher/teaching artist. In the Belfry IOI workshop on PATIENCE (Sherman, 1998), a 

modernization of the Book of Job, 1 pulled out a key line from the play, "What would you do if 

you lost it all?", that encapsulates the journey of the play's protagonist. In my reading of 

PA TIE CE, and seeing it once in rehearsal and then once again in perfonnance before the Belfry 

JO I session, I was able to iso late this line as the one which seemed to contain much of the 

message and the journey of the play. 
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.I asked students to con ider their re pon e to this que tion, and the overall theme of 

"Loss" (Key W rd) which led to a brainstonning session around the variou kind of lo they 

might experience if they were to imagine lo ing everything in their lives. We had soon gather d a 

long Ii t of pos ible lo : h alth, friends, family job freedom, anity, romantic partn r 

bu iness, happiness, ecurity, dignity, and so on. This list b came th source for developing 

improvised scenes that we shared with a numb r of the actor in the production. The list was 

po ted in the tudio space a well, and the actors were able to read how the tudents had created 

their own under randing of what lo ing everything meant to them. ot coincidentally, many of 

the type of lo e and the content of the student scenes clo ely mirrored events in the play. 

In a second example of this strategy at work, I used the title of the play ONE IGHT 

TA D (Bolt 1977, revised 2000) in a similar way as a cataly t for looking at tudent ' attitude 

and idea around this kind of sexual behaviour. We u ed the word offered by the tudent m 

their brainstorming (risk, fear, tu t rejection, guilt fun, and many more) a the ba i for a 

culpting exercise where students molded each other into sculpture bearing these title . 

culpture were then examined and di cussed as if they were piece of vi ual art, for collective 

interpretation. The culpture may also be u ed a the tarting point, or final moment, of 

improvi ed cene developed around the e key word drawn from the play' title. 

culpting key words can al o be connected to strategy #2 - Staging the Synop is. ln thi 

variation tudents are asked to identify the key word in each of their synop i entence and to 

create a group sculpture which bears that one word title. Again, this allow the tudent to 

examine and di cus the meaning they glean from the sculptures, and to use these image as 

beginnings or ending in cene creation. 
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ME: These kinds of playbuilding strategies may be found in a number of dram a texts 

(Morgan & Sax ton, 1987; Neelands & Dobson, 2000; O ' Neill , J 995; Oddey, 1994; Tarlington & 

Michaels, 1995). Usin g a cata lyst (another fom1 of pre-text) fo r playbuilding and incorporating 

sculpting and tableaux work is a central strategy in dramatic process and I will not attempt here to 

summarize a ll the variations on the theme to be found widespread in these texts. However, I do 

wish to reflect on the power of th is kind of work, especiall y in the context of exploring drama-in­

perfo rmance as in Bel fry IO I . 

\Vhcn I engage in this process with students, I am handing ownership o f the work over to 

them. I am saying, "Here is a word or idea that is connected to the play you will see later. What 

do you make of it?" Their response to that question/invitation is the process o f brainstonning, 

sculpting and playbuilding that gives them the chance to ex plore their own rel ationships to the 

key content o f the play. I envision thi s process as a double-ended funnel, or hourglass, where the 

content of the whole play is synthesized down to its key elements - a s ingle word, line or the title. 

Then, thi s synthes ized nugget, if you will, is opened up again by and through the students' 

dramatic process. Clearly the role of the teacher/teaching a,iist in this process is essential. The 

synthetical action of what Morgan and Saxton ( 1987) call "dramathink" (p. J 75) is going to create 

the narrowing down, the peephole into the play which is offered to students. If this word, line or 

title is not effecti ve or evocative enough, the dramatic process that fo l lows will suffer. Careful 

consideration of where the students are situated in terms of their interests and abiliti es is 

important here. PA TIEN CE, for example, is a very adult pl ay where the protagonist is going 

through a major mid-life crisis. I remember being concerned about how to shape a pathway into 

the play fo r my students. It was only after reading the play and seeing it twice that I was able to 

decide that the uni versal experience o f loss was a s trong enough synthesis of the play's content 



fo r students lo work from. It is also important to remember how dramathinking involves 

tapping into universal concepts. Find ing those universals, those parall els to our own or to 

imagi ned life ex periences, bridges th e world of the play to the world of the audi ence and makes 

up a very great part of what is being explored in Belfry I 0 1. 

5. MINING THE TEXT 
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I : Of all the strategies described here, this strategy mirrors most closely professional theatre 

rehearsal process. Mining the tex t involves a c lose and careful examination of the play text to 

answer questio ns of centra l importance when producing a play: Who are the characters? What 

are the ir relationships? What are the ir conflicts , cha llenges, hopes, dreams and goals? Where and 

when do they live and how does this affect them? What is the play saying? In rehearsal, many 

days may be spent working in this way as the actors and director research and discuss every 

aspect of the play. Obviously, in the confines of a three hour pre-show workshop only a small 

part of this process may be experienced; however, the procedure I have used in Belfry IO 1 has 

achi eved excellent results. 

The play THE CRIPPLE OF IN IS HMAAN (McDonagh, 1996) focusses on the characte r 

of "Cripple" Billy Clav in, a young orphan boy who has grown up on the Irish Aran Is land of 

lnishmaan in the I 920s and 30s. T he play fo llows his struggles for acceptance, adventure and 

independence from hi s stifling community. In the Belfry I 0 1 workshop I asked students and 

participating com pany members, working on their own, to closely examine three or four random 

pages of the play text. I gave these out by wal king around the circle of students and actors and 

handing out one page at a time to one person at a time. I broke up the play random ly because I 

did not want the students to read a continuous section of text that might detract from the ir 



enjoyment of the play in telling them too much in advance. Then, I asked the group as a whole 

to read their pages while taking note of the following: 

• What Billy says and does and what characteristi cs these words and action reveal 

• What other characters say and do about Billy and what that reveal s about him 
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After about fifteen or twenty minutes of concentrated work, the f,rroup shared their 

discoveries as I wrote them up on chart paper on the studio wall. For each proposed characteristic 

I asked for textual suppo11 (i.e. , there must be textual evidence for saying that the character is 

"naYve" "determined" "manipulative" "frustrated" "in love" and so on) In this way we were ' ' ' ' ' • ) 

able to create such a comprehensive portrait of the play's protagonist that the actor playing the 

role could not think of one thing he could add to our list! He also told the students that thi s was 

exactly the process he had engaged in when working on the ro le. This strategy clearly creates a 

deep and real connection between professional rehearsal practice and theatre audience education. 

ME: On a theoretical level, it is he,meneutical practice that is at work here. As Bentz and 

Shapiro ( 1998) write, "Henneneutics involves a movement back and forth between looking at the 

object of inquiry - texts - and analyzing their meaning" (p.l 07). In mining the play text, the 

"miner" brings to this process who they are and what they are interested in, understand and 

believe. The analysis and interpretation of text then becomes fluid and multi-levelled, filtered 

through the analyzers' and interpreters ' own experiences and attitudes. As Sauter and Martin 

( 1995) explain, in discussing hermeneutical practice applied to theatre perfonnance analysis, 

hermeneutics throws the emphasis back onto the 'subject' involved in the act of 
interpretation - the spectator - and his or her experience of the theatrical event or 
'object'. It does so in an attempt to keep the possibilities for interpretation as open 
and undogmatic as possible, recognizing that each spectator comes to the theatre 
with his own prior knowledge as well as preconceptions and prejudices, which 
fonn the basis for his 'horizo n of understanding'. (p. 65) 
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This notion of the "horizon of understanding" eem very important in the context of 

theatre audience education. Bennett ( 1990) calls this the audience's "horizon of exp ctations" (p. 

183) in much the same way. Working from the tudent spectator's "prior knowledge .. . 

pr conceptions and prejudices" as they walk in the front door of the theatre, audience education is 

about the attempt to pu hand expand the boundaries of that "horizon of understanding". This 

pushing expansion come about in ways that involve enhancing prior know! dge, xploring 

preconceptions and encountering prejudices in relation to the play the student spectator wi ll be 

eeing. All th trategies described in this chapter serve this end · however, mining the text is a 

particularly clear example of audienc education as xpanding the tud nt spectator' "horizon of 

under tanding". Prior knowledge is enhanced through learning about professional practice in the 

mirror d activity of analyzing a play text for it meaning. Preconception and prejudices are 

r v al d through this proce s a the tudent di c ver, through their own theoretical ten e placed 

over the play, who the protagonist is and how they might feel about this character. Thes 

di coveri then are placed within the context of the play performance, adding new levels of 

interpretation and understanding to this interpretive strategy. 

6. PLAYING WITH THE PLAY 

I: In my planning I am always considering how the tone and mood of the work hop reflects 

the tone and mood of the play. Although Belfry IOI workshops are generally fi ll ed wi th a lot of 

laughter and warmth, it is important in tenns of audience preparat ion that the students be moved 

omehow into the world of the play. One ofth most effective ways I have found to accompli h 

thi end i to employ ome of the tyles and conventions of the play and production in the 
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workshop strategies. Three examples of this s trategy, from three different workshops, are 

presented here. 

In reading and previewing the play PATIENCE by Jason Sherman (1998), I was stmck by 

the playwright 's use of multiple settings. The play takes place in the following settings: a car, an 

office, a subway platform, a coffee shop, a bar, a Chinese restaurant, a synagogue and three 

different living rooms. After students had explored the set (Reading the Set) and brainstonned 

with the key line - "What would you do if you lost it all?" - and the key word - Loss (Keying into 

the Play) - I asked them to create scenes dealing with these themes. However, I offered one more 

choice before they began to improvise: select o ne of the actual settings used in the play as the 

setting fo r their scenes. I placed pieces of paper on the studio floor with one of the many settings 

written on each. Students, in pairs or threes, were then asked to move to a setting of their choice 

and claim it. After they had sorted themselves out in this process, I invited them to work both in 

the theatre's studio and the lobby space to improvise and develop a short scene. Because the 

lobby has a few tables and chairs, bar, courtyard, payphone and a wooden bench, I felt it could 

help students to place their scenes in the settings given in the play. This proved very et1ective 

and the students made imaginative use of the extra space. When they later presented their scenes 

for company members, it was clear how the scene settings informed the content: how where the 

scenes took place directly affected what happened in the scene and how it happened. The actors 

also had the evidentl y pleasurable recogn ition that the students were using settings coming out of 

the play. 

In a second example o f using styles and conventions within the p lay, the production of 

SYLV IA by A.R. Gurney ( 1995) fea tures a dog as a cen tra l character in the play. This character 

is played by a young female actor in the production in order to illustrate (and literally "embody") 
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the dog's presence as a perceived threat to the dog-owners' marriage. The wife becomes 

jealous of the love her husband has for Sylvia, thei r new dog. This theatri ca l device was so 

centra l to the play that it needed to be ex plored in the Belfry 101 workshop. I asked students and 

cast member Allan Zinyk to move individua ll y to one side o f the space or the other, according to 

their personal prefe rence for cats or dogs. Once divided into two roughly similarl y-sized groups, 

each person developed their chosen fe line/canine character through guided movement and voice 

exercises. These characters then wrote monologu es and engaged in a ro le-play drama about 

animals in a humane society shelter. In this way, the students experienced how an actor can 

develop and play an animal characte r on stage, an essential theatrical convention in SYLV IA. 

A tinal example of thi s strategy comes from the production O E N IGHT STAN D by 

Carol Bolt ( 1977, revised 2000). Thi s show featured a detailed and realisti c set design and many 

props. I asked the stage manager for the props li st fo r the production, and gave out copies to 

students. We looked at the li st as preparation for the perfonnance by asking ourselves what the 

list indicated in terms of the play's content. w ·hat did the presence of a "retractable kni fe" on the 

list suggest, fo r example? Then we used the lis t as a source for improvisation. In groups of three 

the students chose two or three props from the list and created a scene that incorporated these 

items as elements within the scene. In this way the students were again working with the 

conventions of the play and prod uction in order to prepare themselves fo r the perfonn ance. 

ME: Employing the playwright 's choices in audience education drama strategies seems a clear 

enough link between the worlds of the play and of the audience: McLuhan's "medium is the 

message" and curri cul um theories involving lived and situated experience as essential to 

meaningful learning (Bruner, 1986; Dewey, 1934 ; Vygotsky, 1962) are at work here. Dorothy 



73 

Heathcote's ( 1995) "Mantle of the Expert" strategy in drama education also seems relevant: 

students learn about a discipline or situation by role-playing within that discipline or situation 

(Heathcote & Bolton, 1995; Neelands, 1998, p. 96; Neelands, 1990, p. 23). There is kinesthetic 

and imaginati ve learning in the students' work in a setting (PA TI ENCE) or a role (SYLVIA) that 

parallels those found in the drama- in-perfonnance. Placing students within the conceptual 

framework of the play is another way of leading them into the world of the play. 

7. POETIZl G T HE PLAY 

I: This strategy connects back to Keying Into the Play. 1 have found using a poem that either 

directly or indirectl y ti es into the play is an effective strategy. ln PA TJENCE, one character 

alludes to Wordsworth 's "The World is Too Much With Us" (Kirkland & Davies, 1987, p. 72) 

when talking to the play's protagonist about his struggle to make sense out of the forces which 

control his li fe. I gave the whole poem to the play's director after seeing a run-through rehearsal 

and he had it enl arged and posted in the lobby during the run of the show. Audience education 

for the whole audience! I used the same poem in the PA TIEN CE Belfry IO I session by having 

the students speak each verse chora lly as a transition device between the scenes they had 

developed. 

More recentl y, in previewing and planning for the play BE STILL by Victoria playwright 

Janet Munsil (200 I), I remembered a poem by Margaret Atwood (Kirkland & Davies, I 987, 

p. 167) titled "This is a Photograph of Mc" that seemed to connect with the play. The play deals 

with a 19th century Victoria woman photographer who is struggling with her grief at the loss by 

drowning of her young daughter. The elements of photography and death by drowning in the 

play are also present in the Atwood poem. As our final workshop activity, l broke the students 

into two groups and asked them to stage the poem using multiple dramatic strategies. Each group 
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interpreted the poem qui te di fferently yet equally eflec tively, and both managed to capture the 

na,n to r's ghostlike voice and haunting presence. The mood of the poem helped to prepare the 

students fo r the theatrica l experi ence of the play, that used light and sound, ghostly doubles and 

images of empty picture frames and developing negati ves to create the interior world of a 

photographic arti st haunted by her daughter 's death. In this strategy, carefull y selected poems can 

mea ningfull y connect with dramas-in-per fo rmance. 

ME: It makes sense to me that various forms of art be employed in theatre audi ence education. 

A lthough theatre is obviously the primary art fonn offered to students in this project, I can see the 

possibi lities in using a variety o f art fonns to explore and experi ence the world of a play. Poetry, 

visual an s, and music all have wonderful potential to be brought into a more interdisciplinary 

approach to audience educati on. A key questio n might be: How can we increase our 

understanding of one art form through our use of another? T he strategy Reading the Set (and 

extensions Readi ng the Poster and Program) involve drawing on the aesthetic understanding of 

visual an. But there is a potential fo r students to create their own artworks as well. I remember 

wis hing the theatre had a few Polaroid cameras around for the BE STILL session, as l could see 

how students could become "instant" photographers in order to experience a bit of the 

protagonist 's wo rld view. Using music from a production's sound design is a strategy J have not 

yet tri ed out, but could be very effective. 

With regard to poetry, it seems that a poem functions as a synthetical pre-text for the play 

in much the same way I ex plained in discussing strategy #4 - " Keying Into the Play" . A carefu lly 

selected poem can hold signi ficant synthesized meaning in connection wi th the play. This can be 

employed as a stand-alone strategy (dramati zing the poem) or as a framing device for o ther 



student work. So, too, poetry that resonates with the play text may open up empathetic/ 

sym pathetic fee lings in students that provide a rich foundation fo r the drama-in-performance 

later. 

8. ACTING THE ACTION 

J: In seeking yet another play-based source or catalyst fo r student improvisation, I have 
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broken down a play into its concre te actions. These di screte actions are separated from character 

and plot, yet are very connected to each of these as well. In the play THE DRAWER BOY by 

Canadian actor/writer Michael Healey ( 1999), the three male characte rs engage in ri ch and 

complicated interre lationships. based on dependency, storytell ing and truth (or the denial of truth 

in favor of healing "story"). They engage in di verse dramatic actions as seen in the foll owing 

panial list excerpted from my workshop planning notes for Belfry 10 I's sessions in April of 200 l: 

• Mak ing a sandwich 
• Telling a story 
• Creating/rehearsing a play 
• Telling a li e 
• Getting an inj ury 
• Being a fri end 
• Runn ing a fa rm 
• Losing a memory 
• Asking a question 
• Looking at a nightsky (Work shop notes, Apri l 200 I) 

Students were shown the complete list o f actions in the play (over twenty in total), that I had 

posted on large sheets of newsprint on the studio wal ls . They were then asked to work in small 

groups to create a short scene incorporating two or more actions from this list and to share their 

work with each other and members of the acting company. As the actions dri ving forward each 

scene were all actions rooted in the play, th e scenes resonated in ri ch and interesting ways with 
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the play the students were preparing to see. The actors appeared delighted to see the list of 

actio ns interpreted by the students' work. As I have seen in every Belfry I 01 workshop, the 

acto rs clearl y took pleasure in their "ins ider" understanding of the connections between workshop 

ex peri ences and th e play. 

ME: Acting the Action fo llows other Bel fry IO I strategies described above, where students 

emp loy elements of theatre producti on and the play fo r their own dramatic process in preparation 

for the experi ence of the play prod uction. It is a process of decontexualization and re­

contex tua li zati on that begins in the workshop, continues in the students' audience experi ence of 

the drama-in-performance and their post-show dia logue with the actors, stage managers and 

directors, and on into post-show sessions for the Intens ive class. That thi s is altogether a 

signi ficant dramati c process and perfom1ance ex perience, in both intensity of time (numbering 

from 5 to 20 hours per student per play) and aesthetic educati onal quality (complex, skilled, 

multi-l evelled, multi-intelligenced , creative/i maginative, pleas urable) is supported by Belfry IO I 

student evaluations found in Chapter Fo ur. 

9. T EACHING IN ROLE 

I: Any teacher or teaching artist with interest and/or experience working in-role with 

students can easily see how this strategy works in the context of audience education. When a 

teacher/teaching a11ist takes on a rol e with students in a gro up role/process drama that connects in 

some way w ith the play, there is integration between the world of the play and the world of the 

students/aud ience. 
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Teacher-in-role work is especia lly effecti ve in addressing challenging issues within a 

play. For example, in KILT (W il son, 1999) we see a gay romance between two World War II 

soldiers stationed in North Africa. T he story unfolds in flashbacks, woven with the contemporary 

struggles between a gay young man and his dom ineering and intolerant mother. T he play is a 

funny but very frank portraya l of gay re lationsh ips. I fe lt that our pre-show session needed to 

dea l with this aspect of the play, so I built an im provised role drama where students became 

members of a self-help group. Each member of this group was dealing with e ither a famil y 

member or close friend who had j ust recentl y disclosed his or her homosexuality. I set up this 

s ituation while in- role myself as the !,JfOup 's "facilitator". In welcoming the group to this first 

meeting, I established fo r the students what the ir possible roles could be in this situation ("Some 

of you came here quite willingly, whil e o thers of you a re only here under duress ... ") and 

acknowledged their ca1i ng enough fo r this special person in their life to be he re fo r them. Then I 

invited members of the group to share their stori es wi th each other. Students fu lly invested in 

their roles and told a wide range of stories from multiple viewpoints: some very bitter and angry 

and self- righteous, others more accepting and loving. As facili tator (in both worlds) my focus lay 

in having the students' characters listen to each o ther and to balance some characters' into lerance 

w ith o thers' acceptance. 

Of course, playing the group therapist is a very hi gh-status teacher-in-role, and I 

intentionall y chose thi s role because I felt the subject matter warranted that m uch teacher control. 

I lowever, audience educators may take on a range o f roles and status in workshop sessions. If 

the framework fo r audi ence education I am proposing is learn ing through doing, then it makes 

sense that the teacher/teaching artist invo lved should model his or her own theatrical artistry in 

this context. I have employed teacher-in-role with two other Belfry IO I sessions (SY LVIA and 
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ORO ATIO YOY AGE) and have found the trategy to be very rewarding for both the 

students and me. The students clearly enjoy interacting with me in a different way, as a fellow 

actor and I learn more about them from the more ubjective dramatic viewpoint offered through 

teacher-in-role. 

ME: Much ha been written about the trategy of teacher-in-role. I find Morgan and Saxton's 

( 1987) chapter in Teach in Dmma (p.3 -66) is mo t usefu l in clearly laying out the possibilities 

and pennutation involved in this dramatic strategy. The author deal with how t acher choo e 

to take on status in-role (from very high to very low) and ask teachers to con ider how they may 

take on roles as "Manipulators", "Facil itator "or" nabler "(or combinations thereof) within 

group role/proce dramas (p. 40-41 ). Th y al o anticipat many situation that may arise in 

thes dramas and offer teachers clear ways to keep the drama moving fo1ward in a meaningful, 

meaning-making (i.e. significantly educational) manner. Morgan and Saxton's ( 1987, 1991) 

focu on questioning is also invaluable f, r any teacher/teaching arti t wishing to work in this way. 

Viewed from a slightly more philosoph ical standpoint I value eci ly O'Neill's (1995) 

writing about teacher-in-role in her book Drama Worlds, e pecia ll y her notion of a drama teacher 

a a liminal servant, inviting students across a threshold and into alternate realities (p. 66-67). 

This understanding for O' eill come from curriculum theorist Peter McLaren 's work. He posits 

all teachers as potential liminal servant , with a view to a more polit icized and consciou ly- aware 

and alive classroom. However, this kind of interactivity between teachers and students involves 

an abrogation of power and authority on the part of the teacher. In playing a role in the drama, 

e pecially a lower tatus/enabler type of role, a teacher is taking ri k that involv how the drama 

i shaped and developed by the group beyond his or her original intention or pre-planning. Such 
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is the nature of improvisational art fonns, and an interesting connection with post-modem 

curriculum theory. 

In A Post-Modern Perspective on Curriculum (1993), William E. Doll Jr. shares his own 

version of a post-modern pedagogic creed (sec also p. 38): 

In a reflective relationship between teacher and student, the teacher does not 
ask the student to accept the teacher 's authority; rather, the teacher asks the 
student to suspend disbelief in that authority, to join with the teacher in 
inquiry, into that which the student is experiencing. The teacher agrees to help 
the student understand the meaning of the advice given , to be readily 
confrontable by the student , and to work with the student in reflecting on the 
tacit understanding each has. (p. 160) 

Doll's philosophy has a rich resonance with the ideal experience of drama teaching in genera l and 

of teacher-in-role group role/process dramas in particular. Collective dramas have a strong 

element of reflectivity and recursivity as an ongoing inquiry into the meanings of a dramatic 

experience. For teacher-in-role to be truly effective, students must suspend their disbelief in (that 

is, "fictionalize") the teacher 's authority. They and thei r teacher must accept thi s essential s hift in 

power, along with everything it implies. A teacher working in thi s way becomes a questioner 

seeking answers alongside students, an advisor who points out possibilities rather than certainties, 

an equal partner who is vulnerable to criticism and confrontation. It seems clear that process 

drama theory and post-modern curriculum theory have something of value to say to each other. 

From a more theatrical stance, the work of teacher-in-role and students as described above 

seems to correspond to a kind of idealized vision of how a director and actor(s) might work 

together. Some directors are more than capab le of working in this collectively-driven, question­

based and power-sharing way. But our contemporary mainstream professional theatre has placed 

the artistic director and freelance director at the top of the power grid (along with producers and 



playwrights). British actor Simon Callow ( 1984) writes a mani festo on behalf of al l actors 

demanding they be given more power in the process o f making theatre: 

The crucial element in the act of theatre, the actor 's delight in the opportuniti es 
afforded to him by the writer, has been abolished , outl awed by a breed of directors 
w ho have littl e experience and no comprehension of the rich and vital processes of 
acting. (p. 2 1 8) 

POST-SHOW WORKSHOP STRATEGIES 
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Post-show work offers students the opportunity to continue and deepen their interaction 

w ith a drama-in-perfonnance. In Belfry IO I Intens ive, that offer took the fonn of an invitation to 

students to develop their own collectively-created IO minute short pl ay fo r each of the plays they 

had attended. This playbuilding process, together w ith the perfo nnance analysis di scussion that 

begins each post-show session, are the bases of Belfry IO I Intensive's curriculum. 

T he students in Belfry 101 Intensive meet on Saturday mornings at 10 a.m., two days 

following their pre-show workshop session. These post-show sessions average from four to six 

hours in length. The Intensive class members in 2000-200 I who wanted to develop and present 

their final work committed to over thirty hours of rehearsa l over March Break (March 19-26, 

200 I), and performed their forty-minute piece to a fu ll house in the Belfry Studio Theatre on 

March 26th (see Appendix H). 

1. A NALYZING THE PLAY 

I: A fter reviewing and annotating a number of perfonnance analysis models (see Chapter 

Two), I found that the model given by Neelands and Dobson (2000) to be the most appropriate to 

Belfry 10 1. Other models offer more focus on textual analysis, suitable fo r a more academic 

secondary or post-secondary sett ing like an English or dramatic literature class. N eelands and 
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Dobson's Performance Analysis Questionnaire (pp. 224-228) is clearly written for secondary-

level theatre students, and asks students to call upon their theatre knowledge and skills to interpret 

and evaluate a playgoing experience. I used the section of the questionnaire called "Post­

perfonnance Questions" with Intensive students as a starting point for post-show discussions (sec 

Appendix I). 

ME: Whatever perfonnance analysis model a teacher or teaching artist may select , I would 

suggest that the discussion be as unproscribed and un-teacher-driven as poss ible, giving as much 

space over as possible to the students to shape their own responses. Teacher/artists who keep 

asking open-ended questions (Morgan & Saxton, 199 I), as seen in the eel ands and Dobson 

fonnat, will be certain not to fall into the ever-present danger of imposing their own critical play 

analyses onto the students' emerging ones. 

2. PLA YBU ILDING FROM THE PLAY 

I: The through-line given to the Intensive group was that their playbuilding work be shaped 

in response ro each Belfry production. Belfry productions were the territories laid out through 

which students created their own dramatic maps, their own journeys. 

Rather than describe the wide variety of playbuilding techniques I used in these sessions, I 

would prefer to describe the scenes that the Intens ive ensemble developed for their March 200 I 

perfonnance, and the conditions under which this work took place. This descriptive wr iting has a 

prescriptive intent: in an autoethnographic move, I trust that fellow teacher/artists will see how 

this type of post-perfonnance process could enrich their school curricula and/or theatre programs. 
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Many of these playbuilding strategies are to be found in the annotated bibliography found in 

Chapter Two (Boal, 1992; Oddey, 1994 ; Saxton & Morgan, 1987; Tarlington & Michaels, 1995). 

ME: The "B IO I Intensive" class public showcase perfo rman ce begins with a greeting to the 

audience from the Belfry's Arti stic Director Roy Surette, who speaks with genuine wann th about 

how much he has valued the energy Belfry IO I has brought to the theatre. I speak next as the 

proj ect coordinator and facilitator of this night's show, explaining how the students' four I 0 

minute plays have been generated from their own discoveri es in the four plays they worked on 

and saw at the Belfry. Roy and I take our seats in the back row, the li ghts dim and the 

perfonnance begins. 

Loud top-40 pop music blasts as the company of ten actors walks bri skl y onto the stage to 

their places in front of chairs pl aced in two rows strung up and downstage on stage left and ri ght. 

Those are the actors' home bases where they will sit, in "neutral mask" and in full view of the 

audience when not directly invo lved in a piece. This is common co ll ecti ve creatio n and TIE 

perfom,ance practi ce, which has a lso been used in more mainstream theatre productions (i .e., 

Royal Shakespeare Company's Nicholas Nickleby) and countless dramatic anthologies in various 

educational, social, po litical or therapeutic environments. The actor is reveal ed as a worker on 

the stage, time and space are fluid and changeable, the actor's work is the focus, not the set, lights 

or costumes. 

The fi rst m ini -play is in response to BE STI LL by Janet Munsil (200 1), a haunting historic 

and psycholog ical drama about memory, grief and time. The students' scene was decidedl y more 

contemporary: it is set in the present at a going-away party fo r a young woman leaving fo r 

college. We meet the friends and boyfriend of this student, who all appear to have dramatic 
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tensions with the protagonist (jealousy, envy, possessiveness). These tensions are then played 

out, in the fashion of a time loop with variations, as a series of possible bathroom assault 

scenarios at the pa11y. The girl is semi-accidentally pushed down onto the edge of the bathtub, 

briefly knocked out and then has the word "SKANK" written on her forehead. Who is guilty of 

this outrageous crime? In using the recursive time structure Munsil employs very effectively in 

BE STILL, the Intensive students explored this dramatic device in the genre of "mystery" which 

is generally a very popular dramatic mode for this age. The scene had satiric humor injected and 

didn't take itself too seriously - a necessity in this genre. The students' work was well-paced with 

a strong storyline that reached a sati sfying dramatic conclusion (it was the Best Friend!) 

The second scene of the presentation connected to the play KILT by Jonathan Wilson ( 1999) 

that deals with gay relationships and family relationships, family histories, lies and truths. 

Speaking from over fifteen years of working with young people in drama, I can say without 

hesitation that thi s scene featured genuine student risk-taking of a quality I have rarely seen 

before. Early in the rehearsal week of March Break, a group of students showed me their scene, 

inspired by Kl LT, which told the story of a young lesbian bringing her girlfriend home in order to 

come out to her shocked parents. Her parents were an inter-racial couple (played by Belfry IO I 

students from two different schools who are themselves inter-racial) who reflect on the racism 

they endured when they fell in love through dramatic flashbacks. The conflict is resolved when 

this connection between past and present shows the African-Canadian mother that her prejudice 

about having a gay daughter is exactly the kind of hateful and ignorant treatment her future 

mother-in-law gave her when she became engaged. The family is reunited at the dinner table for a 

happy meal together, while the mother-in-law is noticeably absent and excluded. This was a 
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poli shed, demanding and moving piece, wi th tota l student convict ion and commitment to the 

story they wanted to tell in response to Kl LT. 

The third piece in the perfo rmance was in response to the least successful Belfry production 

of the 2000-200 1 season. ONE NIGHT STAN D by Caro l Bolt ( 1977/2000) is a two-handed 

psychological thriller about a young woman who brings the wrong man home one night. Both the 

play and production were less than sati sfying aesthetic experiences, yet this proved to be a 

surprisingly valuable aspect of Belfry IO I. Dealing with a "failure", the students were chall enged 

to extend their cri tical faculti es in order to deconstruct this drama- in-perfonnance. Our 

perfom1ance analysis discussion was li vely and long. In general, students found the play to be 

unbeli evable, the acting weak, the events unlikely. I challenged them to respond to their 

criticisms through playbuilding. The obvious choice was satire. 

The group built the ir own version of ONE N IGHT STAND, featuring characters directly 

lifted from the ori ginal. However, in this adaptation, the unbeli evability factor is notched up to 

stratospheri c levels as Daisy (the protagonist) is led to believe that her date is a mass murderer 

who joyfu ll y litters the stage with the bodies of her fri ends and neighbours . The revelation that 

this is all a birthday present - the bodies a ll leap up and yell "SURPRISE!" to the appall ed Daisy -

pushes her over the edge into madness. We are then treated to Daisy polishing off all the other 

characters in grand absurdist manner (for example, suffocating one victim with a cup held over 

his nose and mouth). The piece ends with the stage re-littered with dead bodi es and Daisy sitting 

catatoni call y on the couch whi sper-singing "Happy birthday to me." This mini-play demanded 

more than the other three in tenns of the audience understanding the purpose of the piece. If you 

didn't 'get it' (i .e., hadn't seen the original production), it would seem somewhat confusing. 

However, there was a lot of laughter in the audience at the overall craziness of the scenario, and 



tho e 'in the know' enjoyed the pirit of the piece in the context of what had been a difficult 

production for the theatre. 

he final of the four hort play was a respon e to Martin McDonagh' TH RIPPLE OF 

I J HMAA ( 1999) and veered the mo t harply away from it original ource. This piece 
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cau ed the mo t difficulty in the rehearsal proces , and was the focu of heat d debate within the 

group. Finally after lot of fru tration, the students said th y wanted to incorporate a de ice from 

another Belfry production. I O IT by Dani I Macivor (2000) was not part of the Belfry IO I 

program but the tud nt were given complimentary opening night tickets (an act of genera ity 

and inclu ivene that the 8 !fry ha r p atcd a number of times throughout the proj ct). Many 

tudents saw the show and lo ed it e pecially the way the two actor broke the fourth wall and 

poke directly to the audienc . It wa thi breaking of stage convention that int re ted the 

tud nts. Th y want d to bring the audience into their process of collective creation by 'breaking 

out' of th sc n within which they were struggling. Thus the final piece showed a couple of 

young people getting arre ted for throwing egg off a highway overpa (throwing egg being a 

dramatic action taken from the original play). A th seen moves into th polic station, the 

audience begins to feel that the actor are unsure of them elve , mi ing entrances and line cue . 

At one p int, an actor xplode in frustration and tart yelling at another actor about her 

incompetence. Chaos ensues as the actors break out of their role and fight about how lousy the 

cene is. Suddenly, an actor bring the others to a stand till by pointing out that they are in fact , 

in perfonnance and th audience i watching all thi . The actors peer through the fourth wall and 

react to this realization with a range of re pon e , fr m quiet acceptance ( checking out the cute 

guys in the hou e) to abject terror ( to1ming offstage). 
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The end of the performance was greeted with enthusiasti c and sustained applause. 

Following their curtain call, the students held a lengthy talkback session with the audience. Their 

clear delight in themselves and thei r work was a pleasure for everyone gathered there to share as 

they spoke with pride and excitement abo ut their coll ecti ve creation process. All season, the 

students had been the ones si tting in the audience asking questions of the professional actors up 

on the stage. Now it was their turn, and the energy and empowennent this perfom,ance 

oppo11unity gave thi s group of young people was palpable to all. 

CONCLUSION 

The pre-and post-show audience education strategies described above offer a range of 

possibilities as enri ching extensions of the playgoing experience. It is my hope that teachers and 

teaching artists will find some of these ideas interesting enough to try in their contexts, with their 

students, ex ploring whatever drama-in-performance has been prepared for them as members of 

the audience. In my own professional practi ce, I have found opening up the world of a play for 

young people through these strategies to be both a highl y creati ve teaching process and a serious 

responsibility. The effects of these experi ences on students is explored next. 



CHAPTER FOUR - STUDENT EVALUATION AS CHORAL SOLILOQUY 

DATA POEM 

The even data poem pre ented here are con tructed from re pon e to the following 

questions elected from the Belfry IO I Student Evaluation que tionnaire (see hapter One and 

Appendix K): 

• Wl1at drew you to this course? 

• How did this course develop your interest in theatre? 

• How did thi cour e develop your kill in theatre? 

• How did this course develop your abilities as an audience member? 

• What was your experience of working with tudent from other chool ? 

• How did your interaction wi th the actor /dir ctors/stage managers add to your experi nee? 

• What would you ay to a tudent who wa con idering taking Belfry 101 next year? 
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Th poem have been written directly from transcribed student evaluation . Word ending 

or tens shave been changed for paralleli m and spelling has been corrected, but no words of my 

own have been added . Parenthe e are mine, intended to how more deeply ·oliloloq uized (i.e., 

more internaliz d, private, reflective) thoughts. All other punctuation is from student data. Th 

questions I cho e from which to write data poem were ones where I judged the tudent response 

and language to be mo t evocative and lyrical. They are also the questions where key i ue in 

audience education are mo t directly addre sed, as oppo ed to dealing with ju t the particulars of 

Belfry IO I. 

Student data i included as an appendix ( ee Appendix K) to thi chapter in order to 

directly add re s questions of valid ity in conn ction to arts-ba ed re earch methodologie within a 



traditional academic research context. Reader are invited to compare and contrast the 

constructed choral so liloqui es with the raw participant data . 

I ca ll the fonn of coll ecti ve voice explored in the e data poem poetic/dramatic voice a 

choral soliloquy - repre en ting the ynthe is of both the individual and collective voice fonns. 

Thi collective voice form is intended to resonate with the communal and choral call and 
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re pon e/que tion and answer dramatic fonn found in the theatre of ncient Greece (Beckennan, 

1990· Cooper & Mackey, 1995). ach student' evaluative re pon e is repre ented in each poem 

but in random order and in varied amounts, from a single word to a number of continuous lines, 

phra es sentences or words. Thus each student i given a voice in each data poem, but hi s or her 

individual voice is "choralized" in becoming an anonymou pait of a collective voice. However, 

the tone of each poem is that of a singular and soliloquized voice; there is the en e of an 

individual "I" in each piece. Here I see a connection with theatre practice: the movem nt in 

theatre hi story from a group to an individual choru and the interests of the many expressed in a 

ingle voice. 

Example of data poems as qualitative research and data repre entation have begun to 

appear in qualitati ve and art-ba ed research studie in education, fine art , ocial sciences and 

humanitie (Blumenn Id-Jone & Barone, 1997· Brearley 2000· Ely Vinz, Downing & Anzul , 

1997; Jip on & Paley, 1997· Richardson, 1997). As Richard on ( 1997) states 

If a goal of ethnography is to retell "lived experience," to make another world 
accessible to the reader, then, I submit , that the lyric poem . . . come clo er to 
achieving that goal than other form of ethnographic writing. (p. 180) 

Ely et al. ( 1997) report that "c.reating poem ... ha been an extremely ucce sful activity for 

many qua litative re ·earchers" (p. 136). They al o note "one joyful thing about writing poetry is 

that, given the ame data different people create differing versions" (p. 136). Blumenn Id-Jones 
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and Barone (1997) state their concern "with relationships b tween data display and fonn of 

exprcs ion" (p. 84). They go on: 

The linkage between art and data display is not casual. Indeed, data di play may 
be a fonn of concrete poetry that attempts to teach the reader about the findings of 
an in e tigation. (p. 4) 

... no ae thetic po sibilitie exi t until word become embodied in pecific fonns. 
Care mu t therefore be tak n with the embodiment. And o the poet labor over 
aesthetic choices of fonn in order to best represent her thought . (pp. 4-85) 

A pre-conference work hop titled " on tructing data poems: How and why" was offered 

by the American Educational Research As ociation (AERA) before it 1999 annual conference. 

This workshop is described on the AERA website as "attend[ing] to po tic r pr sentation of data 

a a way of focu ing, interpr ting, clarifying, and communicating the re ults of qualitative 

research" (AERA website, see References). Brearley (2000) has turned h r participant interview 

with bu ine manager going through tran iti n into lyric poetry and songs and asserts "er ative 

fonn [of data repre entati n] invite u to develop in ight that would otherwise b inaccessible 

and they invit us to see mor cl arly and feel mor d eply" (p. 2). 

The e choral s liloquie are my deepe t possible responses to the tudent ' data. They are 

the connections I mad and th way I could repre nt their voice in the cleare t most hone t 

fonn. Writing poem from data is a creati e act on the part of the research writer - it cannot h Ip 

but how the deeply subje tive and contextual proce ual connection between re earch and 

writer. Ther is no uch thing as the disinterested or disconnected researcher. Thi e entially 

qualitative tance i found in the tran parency of data manipulation on the part of the researcher 

through the creation of data poetry. Traditional data analy i become redundant at best 

meaningles at worst, in this mode of creative representation. The analyses of the data are the 

poem them Iv . 



Chon) Soliloquy Data Poems 

POEM # I - What drew )'OU to this course? 

rhought of the experience 

\1·ork experience 

meeting other students 

pe,:forming in a play 

my growing interest in theatre 

lo discuss and view the play 

ralk to the srars 

enjoy it 

learn some new things 

create new experiences 

H"ith passion 

or love 

for performing 

a new and inreresting way 

lo get thea1re experience 

meet people 

who share 

the same love 
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(fun) 

to meet teenagers in Victoria 

interested in theatre 

a1110111atical~v drawn 

to see all the pla) s 

to discuss them 

with educated minds 

(free) 

theatrical education 

(I love theatre) 

something to do 

a cool thing 

ven keen 

to join 

to do 
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POEM #6 - How did this course develop your interest in theatre? 

this course 

made me love !he theatre 

more than I ever have be.fore 

\l"it11ess 

as a11 audience member 

incredible works 

interested in going 

to theatre plays 

began my interest 

in live e11tertai11me11t 

learn more 

behind stage 

heller 1111ders1011di11g 

n-/wt happens 

through the time 

in the workshop 

\l'atching the sho1vs 

talking H'ith the actors 

exposed 

to a ctfre theatre going 

broadened horizons 
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opened 93 

to the 'rvhole experience 

a deeper appreciation of theatre 

of the processes behind it 



POEM #8: How did this course develop your abilities as an audience member? 

B101 

helped me 

as an audience 

take a look at the set 

see (/1 can p redict a11y1hi11g 

about the plav 

pay closer a11e11tion 

to the character's actions 

ll 'Ords 

believable charuc/ery 

(and 

not so) 

quick to point out 

\1.·hat f do and don't like 

about the play 

make a note about what I like 

{use those techniques 

infi11ure productions) 
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advance my understa11din o 

more aware 

of others 

in the audienc 

(a n older audience) 

beino there 

as a teenager 

made me appreciate 

the same art 

as people who 

are much older 

than me 

pay more attention to the detail 

(the simplest 

of things 

distract) 

enjoy and appreciate 

live theatre 

much more 

(good audience skills 
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during a play) 

respect and patience 

made me all'are 

what makes actors 011 sta e 

tick 

how audience members 

have that abili(i 

(open up and see) 
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POEM # 11 - What was your experience working with students from other schools'? 

how was it '! 

hard at.first 

awesome afier a ,d,ile 

differences overlooked 

good.friends 

lifeji-iends 

(1 even dated one!) 

in no way 

negative 

new_f,,iends 

mission accomplished 

differences 

between school 

social c/ima1es 

(which sucked) 

got better 

good practice 

ro work wilh new people 

people l didn't kno.,,r 

like eve,y job 

being professional 
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in the H•ork force 

self respect 

se(fimage 

respect for others 

all sorts of viel,vs 

cool new people 

(1/,ese students 

I see 

at pe,formances 

or bump imo 0 11 the streets 

I love) 
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POEM # 12 - How did your interaction with the actors/dir·ector·s/stage manager·s add to 

your experience'? 

talking with the actors 

abour their experiences 

i loved 

to seef,-0111 

a d[[(erent view 

(evervone sees things 

differentzi) 

to look at things 

be in someone else's shoes 

a highlight 

ir rakes Teamwork 

the actors as themselves 

the p eople behind stage 

heightened 

my good experience 

in professional theatre 
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influenced me 

to continue 

to talk with the actors and directors 

was amazing 

andfim 

getting tips and advice 

a great experience 

i really liked 



PO EM # 16 - What would you say to a student who was considering takin g the course 

next yea r? 

Go 

Take th e course 

A wonde,.ful experience 

I ivo11!d highly recommend 

Talk to evervone 

at the Be(/iy 

Ask questions 

about the theatre 

StaJ committed 

Ha 1·e.fi111 

BELFRY 101 ROCKS.' 

Take a shot at it 

It could open doors 

{/'you want a higher appreciation 

of theatre 

If you want to meet olher people 

with th eatre interests 

IOI 



If you want to meet some of the people 

behind/a11tas1ic theatre productions 

Give Belfi-:i 101 a try 

(Th ere' .free food) 

Jump on the ball 

Prepare for rour audition! 

An experience worth dueling over! 

Opens you up 

Broaden your horizons 

A lot of fun 

Worth while 

(if you are willin 

to give up the time) 

A treasure 

Ju t like l(fe 

DO IT!! 
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C HAPTER FIVE - CO NCLUSION AS . . . (ELLIPSIS) 

This stud y has woven a path called audience education through the overl apping fi elds of 

theatre and education as an innovati ve fonn of an arts partnership in educati on. Along the way 

we have attended to the voices of the teacher/theatre arti st/ researcher/playgoer writing this text, 

the theoretical and pedagogical co ll eagues and mentors inspiring and guiding its development and 

formation, and the staff of the Belfry Theatre and students o f Belfry IO I in their giving and 

receiving of so much energy and passion. T hi s vocal chorus provides a supporti ve background to 

the overarching asse1iio n that audi ence education programs like Belfry l O I are an integral part of 

arts educati on, and also may help ensure the growth of future theatre audiences. A key 

conclusion is that audience education is generally neglected in both theatre and education. This 

omission requires further research studi es on behalf of the many millions of (demographicall y 

more urban) students with access to professional perfo rming arts groups, and also on behalf of 

these cultural groups. 

A successful audience education program must incorporate, within the medium of 

dramatic process strategics, the fo llowing conditions/processes: 

I) Cooperative partnership between theatre and educational communities : theatre artists, 

teaching arti sts, teachers and students . 

2) Genuine interactivity through the full commitment and participation of all those 

invo lved. 

3) Privil eged access to theatre resources, community and artists . 

4) De-mystifi cation of theatre processes in understanding "how it all works", although 

never at the expense of the fullest possi ble experience of the play. 



5) Community service in the form of volunteeri sm by artists and students to support 

each other's work . 

6) Focus on persona l/social re levancy by helping students make both individ ual and 

group meaning through dramati c process and theatre attendance. 
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When all of these conditions are in place st udents have the opportunity, through repeated 

pleasurable and rewarding ex pe ri ences and sense of criti cal/aesthetic abi lities, to develop a 

habitual personal theatregoing disposition. 

Certainl y, Belfry I 0 1 student data, represented in this research s tudy as choral soliloquies 

(Chapter Four), show strong indicators of signifi cant success. These students have given 

overwhelmingly positive emotional and inte llectual responses to an aud ience educati on project 

constructed upon these criteri a. Students evidently find the workshop and perfonnance 

experi ences engaging and rewarding, as well as challenging and draining. Their ingrained 

audience passivity, engendered through thousands of hours of television and movie-viewing, is 

broken in Belfry IO I as they enter into active dramatically-driven engagement with theatre work 

and its workers. 

However, onl y more research, in particular a longi tudinal study of ongoing theatre 

attendance patterns and attitudes, can confinn that audience education programs can a have a 

sustainable effect on young peoples' interest in and motivation to attend the theatre. Australi an 

Jenni fer Simons' ( 1994) study of ado lescent audiences of T IE is an important first step: 

What does the spectator do besides perceiving the main signs structured by those 
who have devised and/or presented the play? How is meaning conveyed from the 
perfo rmance to the spectator? .. . The spectator exerts an effort to a ll ow hi s/her 
vision of the world to scan the work, using what he/she knows of the world and of 
theatre genres to make sense of what is perceived. (p. 63) 



In addition to further audience education tudies, the field of audience studies requires 

thorough synopt ic investigations of the audience through multiple perspective and in multiple 

fie lds: fine arts· performance and theatre tudies· ae thetic ; semiotics; sociology· social 

psychology. Likewise needed are broad-ba eel surveys of cun- nt audience education practice in 

profe sional theatre. The e are wo11hwhile topic areas for interdi ciplinary doctoral re earch in 

theatre and education. 

Ellipsis mean "to leave out, fa ll short" (Woolf, 1981, p. 366) and thus seem a good space 

in which to bring this particular audience education journey to an end. 1 place ellipses between 

these words: 

TH ATRE ... D ATIO 

AR I T. . . UDIE CE 

The que tion emerge: What is b ing left out? What is falling short? This tudy i intended and 

offered a the fir t of what I hop will b many answ rs y t to come. 



What Really Matter!! - A Credo 

be happ) 
andfu(filled 
in thi l{fe 
(becau e it doe 11 '1 

come ro1111d again) 

find ways 
to expres your e(f 
fully 
through llihat you do 

be useful 
in vow· work 

find inspiration 
and 
create inspiration 
in yourself 
and other 

make true 
deep and g ,wine 
connections 
with beings 
like you 
(or not 
like you) 
who share 
the es ential quality 
of humanity 

equal parts 
amazem nt 
and terror 
sharing this 
hart hmp & sweet 

journey together 
through time 
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make meaning 
out o_f life 

(no remote control 
no duty 
no fear 
no braimvashed 
fa lse consciousness 
allowed) 

be joyful 

find joy 
wherever 
and 
however 
you can 

hold onto joy 
as tightly as you can 
(or 
give joy room 
10 move 
in 
and 
around 
and 
1hrough you) 

take the risks 
1hat lead you 
where you need 
to go 

seek love 
in lo ving 
and 
care in caring 

open yourse(f up 
(no matter 
how painful 
how hard) 
10 find 
what really mauers 
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(Babineau, 1997, pp. 134-135) theatre artists, actor/teacher coordinator, 
senior secondary students, drama teachers, 
curriculum coordinators and both public 
and private funding sources. 

younger audience; spoll!orships from 
corporations/foundations/grants inter-

/ 

ested in outreach arts education. 
For the students: course credit; increased 
understanding and appreciation of pro­
fessional theatre. 

CoNdirioNs foR SuccEss from "Partners in the Arts~ in Connect Combine Communicate 

it must De maae Clear m au cases that 
Belfry Io I is in addition to not io place 
of existing school programs. The hope 
is lhat students' experiences and learning 
will enhance their home school programs 
and raise the status of the ans in the com­
munity in a number of ways. 

Meetings between actor/teacher 
project coordinator and artistic 
director & theatre publicist, and 
between these three and teachers/ 
coordinators, have been open and 
ongoing. 

""- When are such pa1111ershlps successful? 

~ ~ Wheotheyaretrulycollaborative. 
~ When communlc:llioo Is open and oogoing from the 

I 
Each of the /rs must honestly address such concerns as: ______-'7 

Professional anis1s on contract at the 
Belfry will always be invited 10 attend 
and interact with students. Coordinator 
should receive professional teaching level 
compensation, or receive some fonn of 
professional recognition as negotiated. 

Belfry's strength lies in its mandate 
and its artistic excellence - its need 
is to develop a younger audience (14+). 
Offering Belfry IO I provides a form of 
theatre training and theatre experience. 
Selecting an actor/teacher to coordinate 
the project recognizes the training and 
experience required to implement an 
ans education project of this type. 

Scheduling will be a continuing challenge 
given Belfry's size and demands on its 
resources - ex. s1udio space. s1uden1 
discount 1icke1s 

~ 
beglnn.lng to the end of lhe initiative. 
When each pa1111er recognl1.es lhe Sttellglhs and needs 
of lhe ocher, is willing to utilize the training and expe­
rience each has 10 offer 10 the defined project 
When each seeks 10 uodersund the paramelttS within 
whJch the other pa1111er functions, e.g., scheduling, 
lime lines, contract agreements. 
Wheo each appred21es the amount of time required 
and the need for prepanlory and follow-up IJl2lerlals. 
Wbeo oogolJlg assessment is recogol.zed to be lhe re­
sponsibility of all the pa1111ers. 
Wbeo objectivts have been clearly defined and Yiewed 
as being 211aln2ble, even if the objectiues differ for 
each of tbe partners. Is lhe objecth"! Iha! of enter· 
taioment with educ:llion as a by-product, or is the pro­
cess and the !ntegralioo among artists, srudeots and 
teachers the goal? Is the ans organilation hoping to 
build future audiences lhrough lheir education pro­
grams, and, if so, what will the srudents gain from the 
exp,."rience? 

/ What's in it for me? ------
✓ Will ans partnerships lead to loss of jobs for specialist 

teachers? Or C2JJ such a pannership enlwtce the 
school programs and raise the s121Us of the ans In 
lhe school or community? Shon-term loss for long-term growth. 

..--Are the 2rlislS expected to donate their semces? 
-flow will costs be covered? -----------~ 

Is the project perceived to affect lhe profes.1ic>D21ism 
or artistic standard of the pannering al1S orgaruza. 

Ticket discoun1 cards (50"/o off) 10 increase 
student attendance. Public and private 
sponsorships/grants to pay for coordinator; 
perhaps a cost-sharing arrangement amongst 
project stakeholders. lion? 

Are the expectations realistic, pru:tically and artistJ. 
cally and is the lime-line sullicient? 
Who will prepare the project materials, puns? Are they 
appropriate? Do they consider such factors as grade 
le-.el, the skills of the participants, their knowledge of 
lhe art fonn? 

by Nine11c Babineau 

Length of course (60 or 100 credit hours) must 
have a significant amount of student involvement. 
Coordinating schedules for studems and anists 

Increasing a younger audience (14+) and that 
group's understanding and appreciation of 
Canadian and contemporary theaire. Community 
involvement increases as young people arc invited 
10 attend and to interact wjrh the theatre. 

To es1ablish Belfry IO I as a credit course 
wiU require 60 hours mini mum of student 
involveme111 (2 credils for Independent 
Directed Studies) up 10 JOO hours (Career 
Prep course). This will probably involve 
some web-based curriculum delivery and 
assessment. 

Two key questions here for consideration and 
exploration through project development. 

will need careful planning. Curriculum requirements 
oflndependent Directed Studies or Career Prep will 
have 10 be considered. What are responsibilities of 
home school teachers? 

The undertaking must relJl!e directly to lhe community it will sen 
Simply copying a program lhat has seen success elsewhere will most likt 
lead 10 dis2ppointing results. 

Assessment models will have 10 be proposed 
and decided by project coordinator in consult­
ation with teachers, schools and school districts 

Actor/teacher familiar with both theatre practice 
and drama education. Professional teaching and 
thea1re qualifications and experience in secondary 
teaching are necessary. AU factors listed - grade, 
skill, knowledge • must be considered. 

Our advocacy efforts must be l'C\isited. Explaining the '¥21ue of the 
ans will continue to fall on de2f ears if lhe community, the l2lqr.l)'el'S, inc· 
ents/grandinrents of school children, administr2l0rs and political leaders 
are not lhemselves convinced of 1h31 value in a peno021 W:lJ( 

Culturally literate students are essential if we are to have future 
audiences for the arts, and the values v,hir.h th,i art.t teach-are vttaJ 



APPENDIX B - CULTURE 

(Bennett, 1990, p. 183) 

CULTURE 

INTERPRETIV E COMMUNITIES 

\ I 
HORIZON{S) OF EXPECT A TJONS 

Theatrical conventions 

I \ 
INTERACTIVE RELATIONS 

\ I 
Fixed time____..., !FICTIONAL STAGE WORLDI Internal horizon 
for reception t '- of expectations 

"'-- (mise en scene) 
Overcoding 
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APPENDIX C - INTENTIONS FOR THE WORK 

(Neelands, 1993, p. 79) 

Instrumental 
learning 
(specific 
goals) 

• Planning/presenting ideas 
• Development o f listening skills 
• Development of problem-solving 
• Working unsupervised in various 

groupings 
• Knowledge and information relating to 

context 
• Abil ity to make and sustain complex 

agreements about role behaviour 
• Ability to work symbolically without 

ignoring the real needs of others 

• Development of performing skills 
• Development of ancillary skills: 

directing. lighting, design 
Using language and gesture which is 
appropriate to context 

• Developing own criteria for choosing 
conventions 

• Developing elements of theatre vocabulary 
• Developing critical skills through active 

involvement with a playwright's work 
• ManagemenVevaluation of a new convention 
• Ability to structure action and select context 

which is appropriate to the personal ano social 
needs of others ,--------~ 

• Ability to recognise and respond 

Personal/ 
social 

learning 

• Conceptual learning: justice, fairness. 
compassion 

to d ifferent fonrns of action 

• Personal engagement with symbols. 
images. metaphors 

Aesthetic 
learning 

• Empathetic understanding of others • Identification with characters and events 
• Gaining insight into the needs of others 

within the group 
• New understandings released through 

match of content and convention 
• Enhanced personaVgroup self-image • Discovering a cultural use for theatre 
• Discovering new insights into self 

through risk-taking and 
experimentation in the drama 

• A change of attitude or belief as a 
result of learning from the social 
metaphor 

Expressive 
learning 

(unspecific 
goals) 
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APPENDIX D- ELEMENTS OF PERFORMANCE ANALYSIS 

(Cooper & Mackey, 1995, p. 162) 

AUDIENCE RECEPTION 

MEANING 
PROCESS 

INTERPRETATION 

PACE 
CONCEPT 

GESTURE 

PHYSICAL 

DANCE 

VOICE 

TONE 
PACE 

VOLUME 

PROXEMICS 

COMPANY 

FACIAL EXPRESSION 

VERBAL/NON VERBAL 

MIME 

APPROACH 

CHARACTER 

ARTAUD 

STANISLAVSKI 

BRECHT 

PHYSICAL FRINGE 
RHYTHM 

DIRECTOR STAR RELA TIONSH I P.,,£....---'-V-=-E_ NU-'--'E"----t 
MAINSTREAM 

INSIDE 

SYMBOLISM 

SURREALISM 

HISTORICAL 

MODERN 

DESIGNER 

COMPANY DEVISED 

CONTEXT 

REALISM 

ACTOR 

PERFORMANCE 
Where/WhenNJho!What 

TEXT 
PRODUCTION & RECEPTION 

GENRE 

NATURALISM ~ _ ___ E_P_IC 
EXPRESSIONIST 

SET/LIGHT 

SOUND 

SPACE 
4-_.:.._ __ -t._..:::C:::::O:.::L.:::.O.:::.U:..:.......R __ __, __ -,-__ 

TEXTURE INFLUENCES 

FORMAL 

INFORMAL 
LIGHT 
DARK 

PERIOD 

WARM 
COLO 

OUTSIDE 

COLOUR 

TEXTURE 

CLASS 
AGE/STATUS 

TONE COLOUR 

TEXTURE 
REAL MODERN MOOD/ATMOSPHERE 

MATERIALS 

CHANGES 

SYMBOLIC SOUND 

RECORDED LIVE 

ON STAGE 
OFF STAGE 

MULTIMEDIA 

The elements of performance analysis 
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APPENDIX E - MODEL FOR THEATRE AUDIENCE EDUCATION 

(Davis, 1988, p. 9) 

PREPERFORMANCE 
"Backgrounding" 

FEELI G 
(affective learning) 

(I) SHARING EXPECTATIONS 

"What do I feel?" 

"What do I expect?" 

... 

~ 

THI KING 
(cognitive learning) 

(2) SHARING KNOWLEDGE 

" What might I look for?" 

"How might I understand it?" 

~ --- - --+ --- -------- -- ----- ~-------~ 
I I I 

I I I Performance 
I I 

I I 

L------1----- -- --------- - - ,_ _ _ _ _ ___ .J 

POSTPERFORMANCE 
" Foregrounding·· 

I 
I 

(4) SHARING FEELINGS 

" What did I feel?" 

" How have I changed?" 

M od I for thea tre audience education . 
(A-dapted from : Tl1catrr :\'cw~ JS, no. 2: 12 .) 

(3) SHARING PERCEPTIO s 

I-+- "What did I experience?" 

"How did I understand it?" 
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APPENDIX F- QUESTIONS FOR ANALYZING DRAMA 

(Smiley, 1987, pp. 60-61) 

ilaterials 

/ . What son or detaols about human experience make up the play? 

2. What is 1he play's ceniral concern- lhe problem the charac1ers deal 
wuh? 

3. Wha1 is che subjec1? Wha1 informa11on does che play give? 

4 . What s,IuJII1ms c-xi sc In che play? Wl1aI ,nc1<fcnIs occur? 

S. Who are Ihe people tn che play? Where are 1hcy. and why do 1hey 
s1ay 1here? 

6. Whal basic 1hough1s occupy the mind of each major charac1er? 

7. Wha1 cencral thought does 1he p lay as a whole projec1? 

8. What son of language carries 1he drama? 

lorm 

I. Wha1 is 1hc play's acuon? Whac Is go111g on? 

How is the action unified-by story. thought. or image? 

What is the form, the struccure. or the organization? 

4. ts che play a 1ragedy. a comedy. a melodrama. or a m ixed type? 

s. How does i1 arouse and fulfill expecmions? 

6. What sort or world does i1 crea1e? 

7. Wha1 is 1he basic s11ua1ion. and how does II change? 

8. What"s the magnitude of the play and o f the performance? Does the 
lcngch seem 10 maIch 1hc ma1eriJI? 

9. What forC.:'-'S arc 111 conO,ct 111 1hc pl;,y? \':'ho w,ns? Why/ 

o. What Is the play's s10ry? Or why does H not have one? If it has 
mul!iple story l,nes. how do rhey iniercw,nei 

1. Is the play always prcd1ctal>le? Or doc~ ,t o ffer surprises? If II does. 
whac is che nawre of che besc ones? 

2. What are the play·s climaxes? Are they acc,dems. d,scovencs. or 
decisions? 

tyle 

I. What 1s che style or the p lay? How do the language and characcer 
behavior differ from everyday life? 

2. Does 1he s1yle o f 1he performance ma1ch 1hat or 1he play? 

J. Is 1he scyle consistem throughout? 

4. To wha1 degree are Ihe characters and their actions lifelike? 

5. How poetic or prosaic is the play's dicuon? 

6. Does 1he language sound right in che charac1ers· mou1hs? c 
actors handle Ihe words credibly? 

r. Does 1he play happen in a place 1hat s1imulates the action? 

8. Do che elements of sc:cnery. li~h1inJ:. coscumcs. rrorcnies 
111:ihcup support lilt: c.:I1arJ<.:lcrs ;111u the ;Iccio11s? Or uo the 
undue auention 10 Ihemselvcs? 

9. What word or phrase besc idencifies che overall style? 

Purpose 

I. What is 1he purpose of 1he whole drama? 

2. What son of experience Cloes ii provide? 

J. \\'hat were che ,HllSIS trying 10 do? How well did !hey do i(? To 
degree was 11 wonh doing? 

4. What son or play is it supposed 10 be. and how is it suppos 
affect the audience? Did i1? 

5 . Did che audience remain auencive and responsive 1hroughou1; 

6. Wha1 was the audience reaction a1 1he end of che play7 

7. Whal feelings did it arouse? How intense were 1hey7 How Ion. 
1hey remain? 

8. What insighc imo life does 1he play provide? 

9. As an encity. is Ihe p lay good? I low does i1 func1ion in Ioday·s soc 
\l'hJI bchJvior uocs ic sugg..,sI? 

10. Is the play trut:? liow so? 

I 1. Is i1 beau1iful? How can iIs bea u1y be descnbed? 

12 . To wha1 desree Is ,t ori ginal? What is crad1Honal or innovalive a 
it? 

IJ. Is the play successful in the spheres of allendance. finances. c 
ence response. and skill of performance? 

t 4 . Is the play clear? 

15. Is i t fun? In whac way? 

16. ls 1he drama i1self a good experience 10 share? 

17. How is 1he entire work self-expansive for 1he viewer? 



APPENDIX G - PA VIS PERFORMANCE AN AL YSIS 

(Hornbrook, 1989, pp. 162-163) 

The questionnaire reproduced here ori• 
~inates from 1hr lns1itt1I<" of Theatre 
S111cli,·s at cl11· Nic:\,' Sud1011m·. h '-''~•~ 

(lc,•1 sj,,d l,r the theatre s<miotici;rn Pat­

rice l'avis to help drama studcnu with 
no particular kno,.·lcdgc or semiology to 
idcntifr 41spcc1s of theatre performance 

for interpretation and analysis. 
\\'ith some ad1pl3tion and sim pli­

ficatton. and used selectively. drama 
,~~c h~rs might find clcmen1s of chis 

questionnaire useful for lookinit a1 p<r· 
fo1mance ,,·i,h their pupi ls.. 

Ctnaal du(IJss,, , of p,,formanu 

ral, sccnjc, gestura l, etc. 
b) rel ationship between audience 

s1>.1<"r ;,nd ;1l'ti11~ span· 

e) srs cems or colours and 1heir con­

notations 
d) principles or organization <>f 

space 
- relationship between on•stagc 

and ofT-suge 
- links between space utiliz(d 

~r.d fiction of the u3gc:d drama.­

tic l(Xt 

- \,.:hat is shown and \,·hat is in1-
pli,d . 

• I "·hat hold s ekme111s or per• J ligktir1g ,yi/011 

forrnancc together 
h . td:u ionship b ('1 ,-..t·('11 s,rstcms of 

s1•gmg 
cl coherence or incohcrencc-
d I ~ cs th('liC princ ipl('S or the pro--­

duc1i<,n 
n .. ,hat do you find disturbi11g ab­

ou1 the produe1ion; Slrong mo· 
mcnt s or "''o.k, boring moments. 

2 Sanog,aph,· 
" . spa1i;\I forrns:

0 

ud, =-11. :\r('hi1~c tu • 

b ; relation bc:tw(c:n actor and group 
c , rtla:ion between text a nd body. 

lxl"ec-n ac tor and rolc-

d I q uali1v of ges1urcs and mim< 
e , qualit\' o( ,·o ic.cs 
I , ho" · dialog ues dc"clop. 

J1 /',lt t II} ;,r1fu,,11,1'1rt 

c,,·c-rall p:icc 

b. pJce of anain signifring systems 
!lishun~. cos1u,ncs. gcstorc:s. 
('{(.1 

~•c:.u1.\ c~r' h rol ,:n p.u:c.-

') / r,ttrp,t:ahon of 1109 -lint ir. 

pafonnanu 
a , "'h:u story is being told 
b i , .. ha.t k ind o f d ram;a turgical 

-.hoico Ju,-.· l>~·..:11 111ach .. • 
c- 1 .. ~h.lt arc :u11biguttics in p<-d0 rm• 

ancc and ""·hat arc points of ex • 

pl3na1ion 
d ) how 1s plot s1ruc1urcd 
d ho"'· is story co nsc rucr("'d by aclOrs 

and staging 
O -.·hat is genr< o r dramatic 1cx1. 

10 Tnt in p,,jor,m,N, 
a) main features of tr.1nslacio,1 

(script 10 siagc) 
bl ,du1 role is gi,·cn w drn.,natic 

tcx1 in produc tion 

./ Stal( pr,pntirs 
1yp<:, function, rd:11iooship to space 
and actors' bodies. 

5 Co1tumts 
how they work; rdalionship to actors' 
bodies. 

6 Act,,1 • p,,fomUJnc,s 
a) indi"idual or 0011ven1ional style 

of :ic tins 

c) rel ationship between (wri11en) 
text and image. 

II Audr<nu 
a ) where docs performance ta ke 

pla ce 
b) wh31 espcc1a1io11s did you ha"e 

of performance 
c) ho, .. d1ci aud ience": n:,u: t 
d ) rul,· t,f ,;pn•1:11or i11 produc1iou of 

rnc:rnin!;. 

12 Nou· to ,wtal< (photoi•oph and film) 

thi1 prod,u:10,, 
.,) l1n, .. 10 111,tatc pcrfonnancc tcch-

111ctlt~ lS;\l 's l>ook?) 
b) , .. ·hicf1 imagc:s h:we you retained . 

I J Whdl ca,nol b, pvt into tigrtt 
~) , .. ·ha, did no, make sense in your 

i11tt"rprC'1:itinn c,f the productio n 
l,) "'·hat , .. :u not rc...JuciUlc to signs 

and meaning (and wl1)' ). 

14 a) Art 1h<rc any special problems 
that need t"Xamining 

b) An,.- eommcnls, suggestions 
ro,' forther categories for the 
questionnaire and the pro­
duction. 

(P. Pa,·is, 'Theatre anal)'sis: some 
q uestions and a questionnai.r-c', .'\few 

Th,ar« Quartc,(y, 1:2 (l\loy 1985), 
p. 209.) 
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Welcome to Belfry 101 , Where-SChool's a stage 
11 all seemed l'() dc-Jt a day carlia. Jen­

na Prcluslc) would ~1:igger m from off 
,1age and coll a p,c. and the rc~I of the 
group would gather around her and spec­
ulate on why she had "skank" wriucn in 
red lip~lick on her forehead. 

Bui 1he ~ccne \ 
no1 working. Chad 
Laidlaw is II orricd 
;1bou1 the skank bi1: 
·· 11 jus1 seems so 
wc.1k. and I don·, 
know ifi1 adds any­
thing 10 the scene." 
And real l). how') 
the audience sup­
posed 10 accept tha 1 
Prelusky was 
knocked ou1 cold 
enough for 1he vil­
lain 10 write on her 

A C loser 
Look 

J ODY 
PATERSON 

forehead, yet able to get up and stagger 
aroo.nd moments la1er? 

Pre lusky has more immediate con­
cerns, like how her head is getting 
dunked on the floor every time 1hey try 

~ 

1he ~ene. ·'People. we really need 10 
focus on falling. We've gOI quite a IOI of 
1hem:· inconcs 1hea1re coach Monica 
Prendc-rgas1 over Prcluslcy's yelp. Pren­
derg.L~I demonstrates: One fool behind 
the Other. a half-spiral 1um, 11 gemle fold 
101hc floor. 

Welcome 10 Belfry IOI. a sp1med 
imme~ion in lheatrc pu11ogc1her by the 
good folks of the Belfry Theatre for local 
high school studen1s. By the 1ime 1he 
group takes 10 the s1age Monday night 
with four original mini-plays. ii will have 
gi,·en over several Saturdays and a whole 
kx of loog nighis in 1he pas1 =n months 
10 the pursuit of good 1heatre. 

The goal is to bring on a love of lhe­
atre among young people. Whether 1ha1 
spawns a caittr in theatre oc simply a new 
generation of season's ticket holders is 
left up to individual studenlS, as was the 
choice to lake the milder version of Bel­
fry IOI or the "inteOSi\'c" one that would 
work toward a public perfonnan«. 

"They get LO come into this very cre­
ative building and experience some of 

1ha1 crea1ivi1y for them5elves," says Bel• 
fry ~pokesman Mark Dus..~eault. ·' Uh i­
matcly. what we wan1 1hem to realize is 
1ha1 whatever1heysccupon stage.there's 
w methong there for them." 

Tu that end, 1he srudenL, - 12 in each 
of1hc two programs-~ni the theatre 
, ca,on honing their , ~ills and meeting 
with ~ctor~ performing in Belfry pro­
duction, 

They v. atched the plays ~nd collec-
111ely came up wi1h works ofrheirown. 
The rc,ult ,s four 10-minute vignettes 
loosel} 11cd 10 some of this season· s Bel• 
fry offering, 

The past week has been the craues1. 
what with a dozen of the hardcore kids 
giving up almost all of their precious 
spring-break time to get their plays ready 
for viewing Monday. Long hours aside, 
it can't be easy to find yow-self all al once 
playwright, actor, stunt double, choreog­
rapher and critic - and all of your bril­
lian1 ideas subj«1 to the majority-rule lest 
of collective scriptwriting. 

"Don't you think it's a bi1 repetitive to 

have everyone who a,~ult, Jenna hav- right lime for u, ... says Dussc:1uh. 
ing 1he same mouvation and a.,~uhing "Nobody's C\'Cf done a progmm qulle ltke 
hrs in the same w;,y'!" ques1ion., Kather- 1his one before. which made i1 perfa1 for 
ine Mackey as the group work, on the herthesis. We'd like 10 eventually l\avea 
vignette hnked 10 the Belfry 's current~ bl~rini to pa,.., along 10 whoe,-er wan~ 
ducrion. 8<' Sri/I. "I mean. docs every- to 1ry this kind of program:· 
body havi~ 10 ~lap htr un11I ,he foll, A scaled-down version of Belfry IOI 
down?" wa~ piloted la.st ) ear and 1hen beef~ up 

Earlier, 1he group put lO a vole: two 1h1~ scawn wilh lhc: hiring of Pn:ndcr· 
versions of the vigncue. A II hand, in gas1. 
favour of the cocklaol-parry ,·ersion: And Dusscauh has a few more 
Everyone except Laidlaw. Tough luck. 1mprovcmcn1S in mind for next year. not 
but maybe he'll win the skank vote. 1he least of which will be piz.za money 
~. a unr.-em1y student domg for !hose long mgh1s when the students 

her master's thesis on ~I fry IOI . cle;,r- are doing work.-.hops with whatever batch 
ly enjoys 1he task of introducing her of professional ac1ors an: in town. 
young charges 10 the marvels of li,e the- The aaoo lo\-e those nighis. So do 1he 
atre. lei~ allhough just Standing around sip-

Before lhc rehearsal has even begun. ping coffee with the Belfry staff is luxu ­
she has the group clapping and slapping ry enough for a theatre groupie. 
through a strange little d,uy about frogs ·11te best part of all this i.~ 1ha1 it's a 
and their numerous eyes and legs, and full-time professional theatre, and here 
!angling themselves up on the floor we are. high school SLudems. getting the 
Twister-Style 10 gel the fcc ling oflinking chance to come io here," says Mackey. " I 
up with their fellow actors.. just lhink lhal's really cool ." 

uMonica came along at exactly 1he jpo1uson@1imu<0lonist.com _ ,.-/ 
0 
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Dear Belfry 101 or 101 Intensive Student, 

You are being invited to participate in a study entitled BELFRY 101: THEATRE AUDIENCE EDUCATION 
THROUGH DRAMATIC PROCESS that is being conducted by Monica M. Prendergast. Ms. Prendergast is a 
graduate student in the department of Curriculum and Instruction at the University of Victoria and you may contact 
her if you have further questions by calling 4 72-4124. 

As a graduate student, this research is part of the requirements for a degree in Curriculum Studies (Theatre and 
Education) and it is being conducted under the supervision of Associate Professor Carole S. Miller. You may 
contact the supervisor at 721-6348. 

This research is being funded by the Labbatt's People in Action program and the Belfry Theatre. 

The purpose of this research project is to create and implement a curriculum of drama-in-performance for senior 
secondary students in partnership with a professional theatre company (Victoria's Belfry Theatre). T he focus of 
this curriculum lies in audience education; that is, enriching and developing students' aesthetic and critical 
appreciation of live theatre performance. From the theatre's perspective, this helps to build a younger audience 
base which is essential to the continuing growth of the company. From the students' perspective, this project offers 
the rare opportunity to be involved at a deeper level with a professional theatre company. 

Research of this type is important because it is intended to develop students' cultural literacy through their 
participation in workshops and their attendance of professional theatre. 

You are being asked to participate in this study because you have enrolled in Belfry 101 or 101 Intensive at the 
Belfry Theatre. 

If you agree to voluntarily participate in this research, you will be asked to complete a course evaluation at the 
conclusion of the project (April 2001). 

There are no known or anticipated risks to you by participating in this research. 

The potential benefits of your participation in this research include enriching your experience and understanding of 
professional theatre; that is, by becoming more culturally literate. You will also benefit through your exposure to 
other keen theatre arts students from other schools and through your contact with theatre professionals. 

Your participation in this research must be completely voluntary. If you do decide to participate, you may withdraw 
at any time without any consequences or any explanation. If you do withdraw from the study your data will 
destroyed at your request. 

Because of the researcher's relationship to potential participants as Belfry 101 coordinator, to help prevent any 
chance of you deciding to not participate in this research because of this relationship, the following steps to prevent 
coercion have been taken through the following statement: I, Monica M. Prendergast, am delivering this theatre 
education program and will issue written statements to students indicating their successful completion of the 
project, and the number of hours they were involved. However, my role is that of facilitator and mentor rather than 
classroom teacher. Participants will not be graded and their participation will always remain open and voluntary. 
All participants will receive completion certificates whether or not they agree to participate in this study. 

In terms of protecting your anonymity, course evaluations completed by participants will be anonymous. 

Your confidentiality and the confidentiality of the data will be protected by ensuring that all participant data will 
remain secure and locked either in my office at the University of Victoria, at the Belfry Theatre or in my home. 
Computer files will be password protected. 
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Other planned uses of this data include the possibility that participant comments on course evaluations may be 
used to seek future funding and support for the project. 

Data from this study will be disposed of after a period of two years from the completion of the project (March 
2003). Data will be shredded at this time. Computer files will be deleted. 

It is anticipated that the results of this study will be shared with others in the following ways: a part of researcher's 
thesis, in academic papers and/or journal articles, and participant comments on course evaluations may be used in 
infonning teachers, curriculum coordinators, district officials, superintendents and Ministry of Education officials 
and other professional theatre companies and/or arts funding groups about the project. 

In addition to being able to contact the researcher and her supervisor at the above phone numbers, you may verify 
the ethical approval of this study, or raise any concerns you might have, by contacting the Associate Vice President, 
Res_earch at the University of Victoria (250-72 1-7968). 

Other individuals that may be contacted regarding this study include Roy Surette, Artistic Director, Belfry Theatre 
and Mark Dusseault, Publicist, Belfry Theatre. The phone number at the Belfry is 385-6835. 

Your signature below indicates that you understand the above conditions of participation in this study and that you 
have had the opportunity to have your questions answered by the researcher. 

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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PPENDIX J - BELFRY 101 PARTICIPANT EVALUATION QUESTIONNAIRE 

I. What drew y u to thi cour e? 

2. What was the high I ight of the course for you? 

3. What changes or adjustments can you recommend? 

4. Which was your favorite work hop? What made it uch a positive experience? 

5. Which was your favorite production? What is it you rememb r about it? 

6. How did this cour e develop your interest in theatre? 

7. How did thi cour e develop your kill in theatre? 

8. How did this cour e develop your abilitie a an audience member? 

9. What elements or exerci e in the work hops did you find particularly effective? 

I 0. What elements or exerci e in the workshop did you find less effective? 

11. What was your experi nee of working with tudents from other schools? 

12. How did your interaction with the actor /directors/stage manager add to your 

experience? 

13. What did you hare about thi cour e with your theatre art classe , friend and 

family? 

14. How might the Belfry work further in encouraging youth play attendance? 

15. How important was it that you could earn credit taking this course? 

16. What would you say to a student who wa con idering taking Belfry 101 next year? 
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APPEN DIX K - BELFRY 101 STUDENT RESPONSES: TRANSCRI BED DATA 

1. What drew you to this course? 

ST UDENTS: The thought of the experience I would benifit (sic) from. Pa11ially, work 

experience. Meeting other students. Performing in a play in the theatre's 

festival. .. etc.//My growing interest in theatre was my main attraction to Belfry IOI. 

Being able to discuss and view (at discount) the play, then afterwards talk to the stars of 

the production were all features I enjoyed very much.I/I love being on stage and creating 

new experiences with people who have a passion or love for performing as much as J do. 

Belfry IO I offered me that and that is what drew me to this course.I/It seemed like a new 

and interesting way to get theater (sic) experience.I/I thought it would be fun to meet 

teenagers in Victoria who were interested in theatre.I/I love acting, so I was automatically 

drawn to thi s course.I/The chance to see a ll the plays and have a chance to discuss them 

with educated m inds.I/Free theatrical education. I was also looking for something to 

do.//! am very keen to join courses involving acting and what I was told about Belfry IO 1 

intensive I wanted to join.// The experiance, and i love theather just thought it would be a 

cool thing to do.// My drama teacher Jackie McDonald thought that I wou ld enjoy it and 

learn some new things about theater.// . The thing that really drew me this course was the 

love of acting that I had since I was younger and the appeal of meeting people who 

shared the same love fo r acting and theater as me. 

2. What was the highlight of the course for you? 

Probab ly, creating a play within the week of the play! Working through a ll of the 

glitches and setbacks we overcome.// Doing workshop activities with the actors was a 

highlight.// The highlight of this course was making friends. I love a ll the actors 1 
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work ed with, they' ll be in my heart fo rever. That and the show (Belfry IOI Intensive), It 

rocked .I/The highlight fo r me was the ending show (unclear reference).// Perfo rming in 

the Festival 2001.//-meeti ng -creating//the performance itself and buildup to it - seeing 

the plays too// The pcrfo ,mance was the hi ghl ight for me, to have people appreciate what 

we worked hard to create// I reall y liked do ing the behind the sceens stuff. Like looking 

at the stage and tryign to figure it out. And going into the tech booth. I also really liked 

hanging around with the actors. To see the trasfomati on was a really neat thing// I really 

enjoyed analyzing the sets and taking apart the scripts.// The highlight of the course 

would have to be the plays we saw and fi nal production that as a whole we created and 

acted out for famil y and f,iends. 

3. What changes or adjustments can you recommend? 

I can not think of any necessary adjustments. I was happy with Belfry IOI just the way it 

was.// Change nothing, I loved it.// Planning our (Intens ive) show earlier in the course not 

j ust the last week.// I'm in strong support of the contract/ auditions/reference letters to 

ensure commitment and enri ch the ex peri ence - makes us feel more professional.// People 

showing up (for workshops) - longer run (for Intensive show)?//-larger creative forum -

the ability to try more ideas - more time (in Intensive process)// If I could make any 

changes it would be to have more circ le time to let everyone come together and really 

see where everyone is coming from. Being in a circle completed the fee ling of 

belonging in a group that I needed to feel.// More plays// Don't do worksheets on the 

back of the skripts!!! .... .. expecia ly when it's an ending like "One Night Stand" 

4. Which was your favoudte workshop? What made it such a positive experience? 

129 



y favourite workshop wa the one revolving around "Kilt". I thought the range of 

activities was fantastic and also the range of emotional I v I (from jocular to seri us). 

al o prefer working in the bigger pace provided in the Studio Theatre, where the "Kilt" 

work hop was held. he acti vitie were very creative (ie talking on the telephone or the 

homo exual support group).// "BILLY CRIPPLE!" I'd have to ay' ripple of lni hmaan' 

wa my favorite. hat one made a lot of u clo er together as a group.// One night stand 

(title of prod11ction) was the best workshop because we got to talk about theatre that wa 

not succe ful (sic) .// I liked the last one on the pring break (Intensive) .// the One ight 

Stand/Kilt - lots of parody fun// I would have to say I benifited (sic) from all of the 

work hop , each play brought something to the table for me. Each one wa a new 

experience.// y favorite work hop wa really towards the end when e eryone became 

friends and topped the arguing long enough to listen to the other . I think the time 

during pring Break wa amazing to have experienced. // I can't remeber one// I really 

liked "The ripple of lnishman" work hop. I liked it beacu e i was put in the advanced 

clas fo r that one, and we all got a copy of the skript and had to act out the sceen 

withought anyone knowing what it wa really about or what the charachters were like. 

That was rea ll y great. 

5. Which was your favorite production? What is it you remember about it? 

The Drawer Boy wa my favorit production. I rememb r how I felt for the character 

the acting wa un-real. I felt like I had (been) sucked into the play.// Cripple of lni hman 

(sic) wa my favorite production.// Kilt, the intere ting characters.// In On It - the death 

monologue wa fanta tic.// I think my favorite was Kilt. I think the acting wa a major 

factor in why the play was o ucce ful. The dooluge (sic - dialogue?) and the writing 
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was very well done.// To name my favorite production would be a difficult endeavour. 

(although, I can easily name my least favourite: One Night Stand). All other plays that I 

saw were FANTASTIC (Kilt, The Cripple of Inishmaan, Be Still). Of those plays, I 

remember of Kilt , the humour, of Cripple, the incredible sets, acting and complex 

characters; of Be Still, the acting and intimacy.// My favorite production was "Kilt" or 

"Cripple" both plays had amazing characters that were played beautifully. (I still am 

bitter about the beating that Billy received in "Cripple"). In "Kilt" I remember the whole 

thing because I can see it in my mind as a great play. Also in "Cripple" because of the 

characters that were played seemed so real to me, because it touched home to me.// The 

cripleman of ini shman . It was a great play and we also got to work with some of the 

actors. 

6. How did this course develop your interest in theatre? 

This course made me love the theatre more than I ever have before. What I mean is I 

loved the acting but never really witnessed what it was like as an audience member. l 

will be back to see what incredible works the belfry (sic) has in store next season.// 1 am 

interested in going to theater (sic) plays more (or now).// I have a better understanding 

and interest in theater (sic) through the time spent in the workshop and watching the 

shows, then talking with the actors// It exposed (me) to active thea(t)re going// It opened 

(my) mind to the whole experience. I was never really fond of spending my time at a 

theatre, I was more of a moviegoer. And I always thought that all of the good plays were 

done on Broadway, and not in small town theatre's (sic). But the course brodened (sic) 

my horizons to not just film acting, but acting for the stage as well , and it also made me 

want to subscribe for the next season.// It gave me a deeper appreciation of theatre, and 
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some of the processes behind it.// I had never really seen a live play before i came to the 

belfry and it really just began my interst in li ve entertainment// The course showed me 

different sides of theater that before J knew were there but never really thought about. It 

made me want to learn more about the different jobs that go on behind stage. // Gave me 

a better understanding of what happens about the script and set in a play. 

7. How did this course develop your skills in theatre? 

I learned to read a set, blocking and projection.// T his coures (sic) helped me with my 

acting prefonning (sic) skills.// Through rehersing (sic), and breaking down every little 

thing about each scene and each play. And by allowing me to have the "freedom to fail 

in front (sic) of my audience", at school, in Every (sic) scene I was in, I was expected to 

make it comedic, but in this course, it was like I was expected to fai l, so that it would 

allow me to experience and grow from the "failing". And I came out of this workshop 

feeling like, 1 got a chance to show my uncomed ic actor, and it was like I got to show a 

more serious and unseen side of me, it was Awsome (sic)!// Belfry 101 forced me to open 

up in front of an intimate group of people I didn't know - something I had previously 

found very challenging// l think the Belfry made me realize that I did have talent as an 

actor. I was always curious but being at the Belfry and around these amazing people then 

I realized I wouldn't be here if I didn't have some ounce of talent within me. "I THANK 

YOU BELFRY!" // It helped me observe things better. The viewing the stage part really 

helped that. And I noticed little things that were very relivent that i usally wouldn't// It 

made me look at the finer detail s in plays and how much they can help make the play 

much more effective.// The course showed that just be believing in my character that i 

could convince others to as well. It also help develop self esteem in myself which I 
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needed. I love the way the audience looked at me when I "broke character" and sat with 

them, crying and saying "what a disaster the night had been for me". It was cool when 

someone offered me a ti ue to cry into, or when they told me it was a great play. I 

really fe lt like I connected with the audience that night of "our" show debut. 

8. How did this course develop your abilities as an audience member? 

R ading the set helped me a an audience.// Before taking BIOi lnten e ( ic), I u ed to 

just accept plays for what they were, and didn't think about them much afterwards. Now, 

the fir t thing I do (if the curtain is open) is take a look at the set, and see if I can predict 

anyth ing about the play. Once the play starts, I pay clo er attention to the character's 

action and words. I am quick to point out what I do and don't like about the play 

(technical a pect & dramatic & acting aspects!). Plu I also make a note about what I 

like so I can use those technique in my own future production .// It advanced my 

under landing of the suddl (. ublle) mean the play attempt to get across .// I now pay 

more attention to the detail on tage, memorized lines, background noi e, use of props 

etc.// Well I think I already had good audience sk ills, but l realized I could better them. 

And I felt I did whenever I looked around the room during a play and witnessed the 

re pect and patience (no matter how good or bad the play was). Especially when it was 

me on the stage, and the roles were rever ed and o that experience made me aware of 

what makes actor on tage tick and ho\.v audience memb rs have that ability .. .// Again, 

a an audience member, I was given a deeper apreciation (sic) of theatre.// Hmmm ... ee 

An wer 6! ! It made my eye open up and see that there i (sic) great shows to be 

watched. I'm definatly (sic) coming back .// As a memb r of the audience I learned that 

even the simple t of things could distract a actor. I al o learn the difference in believable 
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characters and not the not so believable one . // Because the Belfry ha an older audience 

being there as a teenager make me apreciate the same art as people who are much old r 

than me; thi making me more aware of others in the aud ience. //Well the first play i ever 

saw was "Kilt" everyone tells me how good it was, but i didn't really like it. But i think 

it's just beacuse i'd never seen live theather by then. Progressign on the plays got better 

and better. o i think it just made me enjoy and appreicate it much more 

9. What elements or exercises in the workshops did you find particularly effective? 

- examining the play before than (th en) talking with the actors brought a new level of 

theater to me// Frogger (a game)// lmprov based on a theme// It was all good!// I found 

the improvi at ion fun and effective. Some of the act ivities we did in the 'Kilt' work hop 

were very effective in that they were "touchy" and made us discuss topics some of us 

may have considered uncomfo11able. Other activitie were just fun. All activities that 

were focused around the theme of the play were effective.// I LOVE THE FROG GAME! 

but that wasn't really effective. I liked the strech (sic) and dancing in the mornings, 

especiall y O-TOWN!// I liked reading the cript.// . When we did our warm ups it was 

really helpful to see everyone doing them together to get the body moving. The circle 

ma age wa my favorite because it was relaxing and fun and a way to relieve a lot of 

tension in the group before we carried on for the day.// Analyzing the set and meeting the 

actors. 

IO. What elements or exercises in the workshops did you find less effective? 

Issue roleplay - the "Board Meet ing" for example// It was all good!// Unknown// 

SITTI GARO D YELU G AT EACH OTHER (in Intensive class) ! I don't have a 

good example of a (sic) un-effective game.// sculpting was le s effecti ve for me// The 
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word exercises. Where you had to thi nk of words to relate to the name of the play, or 

something like that. the more v isual ones with writing on the board, i didn't fi nd those 

very helpfu l or that interest ing.// Reading the play so that we knew what happens before 

we saw it. //. I don't think any where less effecti ve because they all helped us get 

warmed up. Ei ther by playing games or j ust sitting around stretching out, i t all was 

effective for me to do. 

11. What was your experience of working with students from other schools? 

I loved working wi th students from other schools. Many of these students I see at 

per fonnances, or I bump into them on the streets. Plus, like every job, working with 

students that you don't really I ike is beneficia l because it stresses being professional in 

the work force.// I enjoyed working with people I didn't know. It's always a good 

practice, to work w ith new people. We shared ideas and techniques in acting.// We all 

most (s ic) killed them but it got better (in I n tensive class)// Overall it was quite good. It 

showed me the di fferences between school social cl imates// I loved the whole experience. 

I was one of the few who got along well w i th everyone in the workshop, and I made new 

friends (sic), and that was the whole po int really, mission accomplished// It was fun 

getti ng to know people from other schools and rny experience was in no way negative.// I 

love all the other 10 1-ERS! I even dated one! I made li fe friends. We had di fferences 

when we came here but then we over-looked that and became good fri ends. I'll miss 

everyone next year.// Working w ith people from other schoo ls was hard at first, but was 

awsome (sic) atler a while.// A t first it was "okay cool other people to work with and 

mingle with" then it became the batt le between the schools, which sucked. But near the 

end it was a great learning experi ence working with them because i learned a lot about 
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how I come across to be to others. It taught me a lot about self image and self respect as 

well as respect for others. // It was a possitive one because it gave all sorts of views from 

other parts of Victoria's school di strict and made it possible to meet other teenagers in 

Victoria who arc interested in Fine Arts. II l liked it. It was fun meeting lots of cool new 

people 

12. How did your in teraction with the actors/directors/stage managers add to your 

experience? 

I loved talking with the actors about their experiences.// Each experience, working with 

each individual allowed me to see a subject from a different veiw (sic), everyone sees 

things differently and thi s workshop al lowed me to look at things differently, and sort of 

be in someone else's shoes!// My interaction with actors/directors/stage managers was a 

highlight and hightened (sic) my theatre experience!// J got a good experience in a 

professional theatre. J definatly (sic) want to do more acting after this. It's influenced me 

to continue using my acting talents in other places.// Getting to talk with the actors and 

directors was amazing and it made it really fun, it didn't help with any acting but it was 

fun talking to them// Working with actors in the workshops was a great experi ence, as 

well as getting tips and advice from them after the show.// Meeting the people who 

worked behind staged showed me that it takes more then learning a few lines and 

blocking to put on a great show, it takes teamwork and everyone around to put on a great 

production.// It made me see the actors as themselves and also gave me a look at the 

people behind stage.// I reall y liked that. The behind the sceens look thing was really 

great for me 
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13. What did you share about thi course with your theatre arts cla ses, friends and 

family? 

I think th y wer all aware of what I and everyone else got from this experience 

e pecially after pening/clo ing nite (in /11te11 ive class)! My sister even sa id "too bad 

you weren't taking that play around schools." And she didn't ev n ee any f the 

production all ea on I enj yed it !// I hared with my Theatre class what I did at Belfry 

I 01 and what 1 thought of the play I aw.// I told them it wa a li fi changing exp rience, 

I'd do it again if I could .// I said it wa fun .// I told them that it was a great experience 

being a teen and being in a profe ional theatre ession.// With my friend I hared how 

much I loved working wi th others and going into new expe1iencc by my elf for the fir t 

time in year . With my om I hared the fee lings that I had at the time and what I wa 

learning about my elf along the way. With my cla I hared what new experiences I had 

come acros and u ed them in my daily life. // My drama teacher ha alway been keen 

about the Belfry and it's production so cla s di scu ion were almost always a must. 

y mother also enjoy watching the plays. It wa also great bringing ut iders into the 

theater to ee the play .// yeah, definatly 

14. How might the Belfry work further in encouraging youth play attendance? 

-lower tudent ticket price // Oh I'm here front row when the first play of the sea on 

opens! // Fir t, the di scount I received enthused me about seeing play , and my intere t in 

theatre before Belfry IO I had always been acting but not watching! That has changed.// 

The Belfry 101 hopefully encourage (sic) teenagers to come to the theatre and influence 

them to pursue the stage.// I am planning to go to show this sea on//. This que tion to be 

hone t ha me tumped. I thought what we did was great. Having the two cla es like it 
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did thi s year was great because you learned that is more then two sides to every story, 

because each person from either class thought something different.// Have more 

advertisement in schools and communities.// I think just word of mouth is good, and 

having more youth appealing plays. 

15. How important was it that you could earn credit taking this cou.-se? 

-not very// -very - educational courses should all offer credi t// It was not too important, 

although I mentioned it above. ]fl didn't earn it here, I would have just gotten it 

somewhere else, but I was proud to get it here.// -not important// It's important because 

some kids need credits and if they can get credit doing something you love, that's a 

bonus.// -it wasn't// To me it was not important to me at all. It was about having fun with 

new people and enjoying the company of those around you.// It did effect my decsion to 

take the course because I was interested in it anyways.// Well it kinda was, but i ended up 

not getting any, but i still liked doing the course. 

16. What would you say to a student who was considering takin g Belfry I 01 next 

year? 

It is a lot of fun and worthwhi le if you are willing to give up the time.// Jump on the ball 

and prepare for your audition! It 's an experience worth dueling (sic) over! It opens you 

up and brodens (sic) your horizons!// I would say - if you want a higher appreciation of 

theatre, if you want to meet other people with theatre interests and if you want to meet 

some of the people behind fantasti c theatre productions, give Belfry 101 a try. Plus, I 

would say, there's free food.// I would tell them to take a shot at it, it could open 

doors ... BELFRY IO I ROCKS!// -stay committed and have fun, its (sic) going to be a 

great experience.// To any student who is interested in working in theatre, I would highly 
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re ommend thi program. I would ncourage th m to talk to everyone who worked at the 

Belfry and ask them question about the theatre.// Take the our e, it's a wonderful 

experien ell Go ee the hri tma how 5 million time // To a tud nt thinking about 

going into belfry IO I I would ay "the course will giv you highs and low just like life 

will but it will gi ea experience that you will treasure for the re t of your life it will give 

you back whatever you bring into it and leave you with om thing more then what you 

started with". II It lots of fun!// DO IT!! it kick c $!!! 
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APPEND IX L-THEATRE AND ARTS EDUCATION WEB SITES 

• Ame,ican Alliance for Theatre Education: www.aate.com 

• Arts dge - Champion for hange: www.artsedge. ke1111edy-ce11ter.01g 

• Arts d et: www.ar/sednet.get(y.edu 

• Arts Education Partnership: www.aep-arts.o1g 

• rt for L aming: www.arts4learning. com 

• ArtSmart : www.artsmarts.ca 

• ArtStarts In School : www.artstarts.com 

• Belfry Theatre: wl\w.be/f,) .be.ca 

• Broadway Direct: www.broad1,vayclassroom.com 

• anada Council Outreach: l'lc'H w.canadacouncil. ca/grantsloutreach 

• anad ian Conference of the Art : www.ccarts.ca 

• hicago Art Partnership in education: ·www.capeweb.org 

• reative Art ' Team - New York Univer ity: www.n;u.edu/oal/atinlcreativeart 

• Drama Au tralia: www.dramaa11 tralia.o,g.au 

• ducational Theatre A ociation: 1vww.etassoc.org 

• International As ociation of Theatre for hildren and Young People (ASSITEJ): 

www.a sitej-usa.org 

• International Drama Education A ociation: www.id a2001 .cc 

• International Drama in Education Research In titute: www.teach-learn.o1g /idieri 

• Kennedy Center: www.kennedJ -center.01gleducatio11 

• Learning through the Art : www.rcmusic.ca/llla 

• Lincoln Center: www. lincolncenter.org 
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• National Drama: www.natio11aldrama. co.uk 

• Oregon Shakespeare Festival: www.orshakes.org/studv. html 

• Stratford Festival (Canada) : 

111ww.stratford.festival.ca/2001/beyondthes1age/education.html 

• Virtual Library of Theatre and Drama: www.vl-theatre.com 

Young Audiences: www.yany.org 
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